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For  Reference 


Not  to  be  taken  from  this  room 


Every  person  who  maliciously 
cuts,  defaces,  breaks  or  injures 
any  book,  map,  chart,  picture, 
engraving,  statue,  coin,  model, 
apparatus,  or  other  work  of  lit- 
erature, art,  mechanics  or  ob- 
ject of  curiosity,  deposited  in 
any  public  library,  gallery, 
museum  or  collection  is  guilty 
of  a  misdemeanor. 

Penal  Code  of  California, 
1915,  Section  623. 
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Corintnian  Stu/i 


xos 


20506  Saratoga  -  Los  Gatos  Road 
Saratoga,  California  95070 
(408)  867-4630  ' 


521  Sutter  Street 
San  Francisco,  California  94102 
(415)  362-0717 


Examples  from 
our  extensive 

collection 
of  19th  and 
20th  century 

Bronzes 


CDcItvin      H!.  ^fter 


FINE  ANTIQUE  FURNITURE  AND  WORKS  OF  ARE 


A  pair  of  CANTON  ENAMEL  panels  of  particularly  large 
size  and  exceptional  quality  with  the  typical  delicacy  of 
the  early  Chien  Lung  period  (1736-1795). 
28"  wide         18"  high 
From  the  collection  of  the  late  Lady  Patricia  Ramsey. 
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imencan  enquiries 
lay  be  made  to:- 
Rockefeller  Plaza,  New  York 
el:  (Area  Code  212)  489-6600 


erszog 

49  BROOK  STREET,  LONDON,  W.i. 

Tel:  01-62Q  5460  Cables:  Rcdtique,  London,  W.i. 


Adjacent  to  the  Ballroom  entrance 
of  Claridge's  Hotel 

Also  open  Saturdays  by  appointment 
10  a.m. -4. 30  p.m. 


■ 


Salient  items  include 

PAINTINGS  BY:  ROBERT  SALMON  -  JAMES  E.  BUTIERS- 
WORTH  -  ANTOINE  ROUX  -  FRANCOIS  ROUX  -  FREDERIC  K 
ROUX  -  FMILE  ORANDIN  -  HONRE  PELLIGRIN  -  THOMAS 
BIRCH    AND  OTHERS. 


THE  MARINE  ART 
COLLECTION 

of  Pehr  Sparre,  Esquire, 
of  Essex,  Connecticut 
At  Unreserved  Auction 

SATURDAY,  OCTOBER  11 
at  10:30  a.m. 

Mr.  Sparre  is  a  noted  international  yachtsman  and 
marine  historian.  After  60  years  of  collecting,  he  has 
decided  to  have  his  superb  collection  catalogued  and 
sold  so  that  others  can  enjoy  the  opportunity  of  acquir- 
ing these  fine  pieces.  The  collection  has  been  assem- 
bled with  meticulous  care  and  represents  the  finest 
quality.  We  are  very  proud  to  have  been  chosen  as 
the  vendors. 

ON  VIEW  FROM  WEDNESDAY,  OCTOBER  8 

Illustrated  catalogs  $5.  (By  mail  $6) 

18TH-CENTURY  MODELS  -  CANNONS  -  WOOD  CARVINGS  - 
EAGLE  FIGUREHEAD  -  U.S.  NAVY  BOARDING  AXES,  PISTOLS, 
CUTLASSES  AND  SWORDS  -  IMPORTANT  SCRIMSHAW  -  SEA 
CHESTS  -  LIVERPOOL  -  DAVIS  QUADRANT  -  OCTANTS  -  SEX- 
TANTS -  HARPOONS  -  LOGS  -  AN  IMPORTANT  MARINE  RE- 
SEARCH LIBRARY,  ETC. 


m  the  PIUSES  of  ROBERT  C.  ELDRED  CO.,  INC.  a™"*™™ 

Box  No. 796  c-  Ka«t  Dennis.  Massachusetts 02641    Telephone  (6171  385-31 16 
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BURL1NGAME 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


SEP  16  19T5 


MALLETT  &  SON(  ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WlYOBS.  TELEPHONE:  01-490  741 1 '  5  lines) 
I  EL  EX  :  2Sf.<)2  CABLES:  MALL.L  I  SON  LONDON  WlY  OBS 
and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WlY  iLJ 
Also  in  NEW  YORK:  MALLETT  of  LONDON.  25  EAST  69th  STREET 
New  York  N.  Y.  10021.  Telephone:  (212)  249  9015/6 


An  extremely  fine  and  rare  English  Regency  mahogany  bookcase  with  five  graded  shelves  each  inlaid  with  brass  and 
supported  on  brass  columns  with  urns,  the  curved  sides  with  grill  doors;  the  lower  section  with  four  cupboards  in  the 
centre  and  two  curved  cupboards  at  the  sides  supported  on  turned  brass  legs.  English.  Circa  1810. 

Height:  7' 3"      Width:  7' 10"       Depth:!' 3" 


Bonhams  at  Blair  Drummond 

Auction  sale  by  order  of  Sir  John  and  Lady  Muir 


\  fine  lapis  enamel  and  ormuhi  clock  set. 


On  the  26th  and  27th  of  September 
Bonhams  are  to  hold  an  important  auction 
of  furniture,  paintings  and  works  of  art 
from  Blair  Drummond  and  other  private 
Scottish  houses.  The  sale  w  ill  take  place  on 
the  premises  of  Blair  i  )rummond,  Doune 
on  the  border  of  Perthshire  near  Stirling. 

Included  in  the  sale  are  fine  16th,  17th. 
IHtluS.  l9thCentury  English, Continental 
and  Oriental  furniture:  Oriental  rugs  and 
carpets:  a  collection  of  tapestries:  English, 
Irish  and  ( Continental  Silver  Scottish  silver 
and  gold:  English,  Scottish  and  Continental 
paintings:  Dutch  and  Flemish  works  of  the 
17th  (  enturs:  ( )riental  and  European 
ceramics:  Works  of  art  including  arms  and 
armour,  bronzes,  ivories,  a  fine  bone 
prisoner-of-war  ship  model  with  84 guns:  I 
wines  and  spirits,  and  various  clocks 
including  a  longcase  clock  In  Joseph  Knibb. 

Sale  I  )ates:  September  26th  and  27l  h. 
\  iewing:Tuesda\  23rd  September. 
I0am-8pm  Wednesda)  &  Thursday  24th 
&  25th9am-5pm/W  ine  Tasting:  Thursday 
24th  1 1:30am- 1:30pm. 
Entrance  to  \  iew  by  ( Catalogue  onl\ 
Illustrated  <  Catalogue £2.50 (£3.00 postpaid). 
Refreshments  &  parking  available. 


A  Dutch  wardrobe, circa  1770. 7'  10"  high,  b'5"  wide 


\  puirof  wood  and  ivorv  figure*  I>\  Simon Troger. 
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Bonhams 


\\.  X  F.  G  Bonham  and  Sons  Limited. 

8  Atholl  Crescent.  Perth. Telephone  Perth  32302/3. 

Montpelier Street  London.  SWT  lHt  I 

Telephone01-584^1i>l. 


\  lOthcvntun  Kleniish  tapc>tn.  11'2"  high.  °'7"  wide 


The  Antique  Porcelain  Company 

The  Antique  Company  of  New  York,  Inc. 
Works  of  Art 


Magnificent  Viennese  Gold  and  Enamel  Goblet 
Presented  to 
The  Holy  Roman  Emperor  Leopold  I 
Dated  1665,  height  17.2  cm 


The  Antique  Porcelain  Co.  Ltd. 

149  New  Bond  St.,  London  WiY  oHY 

Tel:  01-629  1254 


The  Antique  Porcelain  Co.  AG 
Central  2,  Postfach  8021  Zurich 
Tel:  (01)  34  13  44 


48  East  57th  Street, 
New  York  N.Y.  10022 
Tel:  212-758  2363 


An  impression  of  some  of  the  Doris  Lindner  horse  models  from  the  Royal  Worcester  range  of  Limited  Edition  ceramic  sculptures 


THE  FINEST  OF  PORCELAIN  AND  BONE  CHINA 
Cookware  Tableware 
Giftware    Rich  Ornamental  Ware 
and 

LIMITED  EDITIONS  OF 
Ceramic  Sculptures    Bronze  Sculptures    Fine  Art  Prints 


WORCESTER  ROYAL  PORCELAIN  COMPANY  LIMITED.  WORCESTER  HOLSE.  6  &  7  NEW  BOND  STREET.  LONDON.  WIY  OAR,  ENGLAND. 
WORCESTER  ROYAL  PORCELAIN  COMPANY  LIMITED.  ROYAL  PORCELAIN  WORKS.  WORCESTER.  WRI  2NE.  ENGLAND. 
ROYAL  WORCESTER  PORCELAIN  CO  .  INC  .  II  EAST  26TH  ST..  NEW  YORK.  N  Y.  10010.  I  S  A 


WESTON  GALLERY 

Fine  Paintings 


SIXTH 
ANNUAL 
EXHIBITION 
OF 

NORWICH 
SCHOOL 
PAINTINGS 

22nd  September 
to 

11th  October 
1975 


Monday  to  Saturday 
10  a.m.   -   5.30  p.m. 


Including  works  by: 

S.  D.  COLKETT 

J.  CROME 

J.  B.  CROME 

H.  JUTSUM 

J.  B.  LADBROOKE 

H.  NINHAM 

A.  PRIEST 

A.  STANNARD 

E.  H.STANNARD 

G.  VINCENT 

and  others  by 
East  Anglian 
artists 


Above:  WOODED  LANE  SCENE 

by  JAMES  STARK  (1794-1859) 

On  panel:  12£*  x  16'  (31.1  x  40.6  cms.) 

Exhibited:  Royal  Academy  1832,  No.  96 

Royal  Academy,  Loan  Exhibition  of 

Old  Masters,  1878,  No.  9 

Collection :  J.  T.  Mott,  Esq. 


Below:  WOODED  LANDSCAPE  WITH 
CATTLE  IN  FOREGROUND 
by  GEORGE  VINCENT  (1796-c.  1836) 
Signed  with  monogram,  and  dated  1826 
On  panel:  18"  x  24"  (45.7  x  60.9  cms.) 
Painted  during  the  artist's  imprisonment 
in  the  Fleet  Prison  for  debt,  and  following 
a  brief  visit  to  Norfolk  in  1825. 


The  Gallery  is 
located  9  miles 
outside  Norwich  on 
the  A 1067  road  to 
Fakenham 


WESTON  LONGVILLE,  NORWICH,  NORFOLK 

Tel:  Gt.  Witchingham  572 
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J.  KUGEL 


279,  RUE  SAINT-HONORE, 

75008  PARIS 


Very  fine  Neoclassical  clock  in  white  marble  on  red  marble  base  with  time  and  calendar  dials,  signed  "Ducret, 
horloger-mecanicien  a  Paris",  ca.  1800.  In  perfect  working  order,  Height  58  cm.  base  24  x  40  cm. 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


The  Association  whose 
comparatively  small  numbers 
indicate  rigorously  controlled 
standards. 

Buy  with  confidence 

from  members  of  The  British  Antique  Dealers'  Association. 
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T.  CROWTHER  &  SON  LTD 


Telephone :     282  NORTH  END  ROAD     Cable  Address : 
01-385  1375/7     FULHAM,  LONDON  SW6     Antiquity  London 


A  good  set  of  six  Single  and  one  Arm  Shield 
Back  Hepple white  Period  Mahogany  Chairs, 
Satinwood  Paterae  and  of  fine  mellow  colour. 


>rs  in  Antiques  and  Works  of  Art.  Specialists  in  Period  Oak  and  Pine  Panelling 

i  and  Marble  Mantelpieces,  18th  Century  Furniture  and  Fine  Garden  Ornamen 
,  


cwmatv 

,     h  [870-1975 


The  Trumpeter 

JULES  VOIRIN  (signed) 

Canvas:  13  J  x  io£  ins.  (35  x  27  cms. 

Framed:  21  x  17A  ins.  (53  x  44  cms.) 


Children"  in  the  Snow  In  the  Garden 

Canvas:  13]  x  10  ins.  (34  x  26  cms.)  Panel:  16  x  12$  ins.  (41  x  32  cms.) 

Framed:  18]  x  15  ins.  (46  x  38  cms.)  Framed:  20J  x  17A  ins.  (52  x  44  cms.) 

M.  NEWMAN  LTD.  43a  DUKE  STREET,  ST.  JAMES'S  AND  15  RYDER  STREET,  LONDON,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 

Members  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


T.  G.  BAYNE  LTD. 

THE  OAK  AND  WALNUT  SHOP 


An  Extremely  Good  Set  Of  Six  Early  18th.  Century  Walnut  Dining  Chairs  of  American 
Origin,  with  open  tenon  joints  clearly  visible  on  backs,  and  having  a  pegged  construction, 
of  medium  to  golden  colour  with  a  good  patina.  Circa  1710.  ? 

98  CRAWFORD  STREET 
Tel:  01-723  6466 — LONDON,  W1H  IAN— Cables:  OAKWAL,  LONDON  Wi 


L.  M.  CORNWALL 


A  Queen  Anne  Period  Winged  Armchair 
with  scrolled  walnut  cabriole  legs  to  the 
front,  covered  and  cushioned  in  pale  green 
moire  silk.    Circa  1710 
Height  of  back:  3  ft.  9  ins. 
Depth  of  seat:  1ft.  8  ins. 
Mean  width  of  seat:  1  ft.  11  ins. 


101  Crawford  Street, 
London,  Will  IAN 

Tel:  01-262  2509 
Cables:  MAROSAT  London  Wl. 
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Portrait  of  the  Emperor  ANTONINUS  PIOUS 
Marble.  138-161.  Height  37  cm. 


UR/EUS 

ART  AND  ARCHAEOLOGY 
EGYPT -GREEK -ROMAN 

24  rue  de  seine  PARIS  75006  (1)  326  91  31 


I  I 


I  I 


Aalbekerweg  49 
Hulsberg  -  Holland 
Tel.  04405 -1934 

Telex  56715 


Old 

and  modern 
paintings 


By  appointment  only 


Rob  Noortman  Kunsthandel  BV 


One  of  the  largest  collections 

of  18th-  and  19th-century  English 
antique  furniture,  silver,  paintings, 
and  decorative  accessories 
in  the  mid-west 


Rare  mid-Georgian  mahogany  Clothes  Press.  The  upper 
part  fitted  with  two  doors  opening  to  reveal  sliding  trays. 
Lower  part  fitted  with  three  drawers, 
still  retaining  their  original  finely  chased  handles.  Over- 
all showing  superb  architectural  qualities  with  fluted 
columns  and  elaborately  carved  cornice.  An  unusual  feature 
being  the  blind  panelled  doors  with 

mock  astragals  carved  with  acanthus.  England,  circa  1750  . 
Height  8U  inches.  Width  66  inches.  Depth  28  inches. 


Wakefield-Scearce 

Galleries  DIRECT  IMPORTERS 

Historic  Science  Hill,  Washington  Street 
Shelbyville,  Kentucky  40065    (502)  ME  3-4382 
on  BOTH  main  roads  (U.S.  60  &  J -64) 
between  Louisville  and  Lexington 
Open  every  day  9  a.m. — 5  p.m.  Closed  Sundays. 
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WEI  SB  ROD  &  DY  LTD. 

Fine  Oriental  Works  of  Art 

DIRECTORS:  GERALD  I.  WEISBROD,  M.D.,  MICHAEL B.  WEISBROD,  ESQ. 


A  RARE  PAIR  OF  WOOD  FIGURES  OF  LOHANS 
WITH  ORIGINAL  POLYCHROME  DECORATION 
MING  DYNASTY  (16th  Century) 
Height:  22i  inches  (58  cm.) 


120  YORKVILLE  AVENUE, 
TORONTO,  M5R  1C2,  ONTARIO. 
CANADA. 


TELEPHONE 
(416)  921-4396 


Kennedy  Qnllenes^rtJ^story^ruf 

***  ^9HHHBHBHIIIIHIIIHIHIIiilHK 

I'HE  DYING  SEAGULL,"  1879,  Oil  on  canvas;  16*4  x  33^  inches,  signed  lower  right,  "Elihu  Vedder  1879 

Tin-  Dfmg^eagull  by  SlihiflJedder 

THE  DYING  SEAGULL,  executed  in  1879,  demonstrates      Elihu  Vedder  (1836-1923),  a  native  New  Yorker,  spent 
Vedder's   acute  sensitivities  to   landscape   painting.   His      much  of  his  life  in  Italy.  Vedder  gained  his  reputation  as  a 
unique  combination  of  a  poetic  and  intellectual  vision  is  ex-      versatile  painter  of  landscapes,  mystical  subjects  and 
pressed  in  this  major  work,  which  Kennedy  Galleries  is      murals  done  for  the  Library  of  Congress  in  1896. 
proud  to  offer  for  sale.                                                     _       y-^.  . 

Kennedy  CrMlenes 

Founded  J 1874*S by  H.  Ifundertich 

40  W.  57TH  ST.,  N.Y.  10019  (212)  541-9600  TELEX  #14-8381 

The  new  1975/76 

International 

Auction 

Records 


for 

ENGRAVINGS 

DRAWINGS 

WATERCOLOURS 

PAINTINGS 

AND  SCULPTURE 

is  on  sale  now 

The  only  annual  art  price  index  quoting 
minor  artists  and  giving  prices  of  works  sold 
for  less  than  £100 


The  following  information  is 

given  (when  available) 

for  each  of  the  28,000  Works- 


•  NAME  OF 
ARTIST 

•  DATE  OF  BIRTH 
AND  DEATH 

•  TITLE 

•  DATE  AND  SIZE 
OF  THE  WORK 

•  PRICE  IN 
ORIGINAL 
CURRENCY  AND 
IN  S 

•  NAME  OF 
AUCTIONEER 

•  DATE  OF  SALE 


Please  send  me  copy/ies  of  INTERNATIONAL  AUCTION 
RECORDS  1975/76  @  £17.50  (UK  only)  post  free  or  $65  (Abroad) 
post  free  air  mail. 

I  enclose  cheque/P.O.  for  the  sum  of  

Name  

Address   

Return  to  HILMARTON  MANOR  PRESS, 
CALNE,")WILTS,  U.K.  Dept,  B 

Registered  Company  No.  139101006 
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D.  M.  Cr  E 


69  UPPER  BERKELEY  STREET 
PORTMAIM  SQUARE 
LONDON,  W1H  7DH 

Telephone:  01  -723  6595 


MANHEIM 


Peter  Manheim 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


Inland  Telegrams: 
Vivantique  London  W.1. 

Cable  Address: 
Vivantique  London  W.1 


A  RARE  SET  OF  NEALE  & 
CO.  (STAFFORDSHIRE) 
SEASONS 


Each  of  these  seated  figures  is  im- 
pressed with  the  name  of  the  Season 
it  represents.  They  are  painted  in 
delightful  bright  enamel  colours,  and 
the  bases  outlined  in  crimson-lake. 


5h"  high.  Circa  1780. 


We  specialize  in  Staffordshire  figures 
of  the  18th  and  early  19th  Century. 


PAPERWEIGHTS 

At  I  'preserved  Auction 

FRIDAY,  OCTOBER  10  at  1  P.M. 


The  Collection  of  the  late  R.  I.  Philhowcr.  of  Mount  Lebanon,  I'a. 

DATED  BACCARATS  •  ST.  LOUIS  •  CLICHY  • 
NEW  ENGLAND  •  SANDWICH  •  BRISIOL  • 
DOOR  KNOBS  •  MODERN  BACC  ARAT  •  SUL- 
PHIDES INC  1  t  DIM.  I  HI  k  \RI  KENNEDY 
OVERLAYS.  CHURCHILL  •  ZODIAC  •  AND 
OTHERS  (Approximately  200  weights  in  all) 

ON  \ \Y  \\  FROM  WEDNESDAY,  OCTOBER  8th 


EST.  1866 
Over  100  years 
oj  fine  dealing. 


(F.  R.  &  M.  H.  STAMP) 


width  20f  (53.5cm),  depth  13" (33cm),  height  41"(I04cm). 


Open  Tuesday  to  Saturday.  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


[  ROBERT  C.  ELDRED  CO.,  INC.  ~ 

ESTATE  AUCTIONEERS 

I      H»x  79KC.  East  Dennis.  Massachusetts  02641  Telephone  (617)  385-3116  - 
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JULIUS  BOHLER 


KLOTHO,  the  youngest  of  the  (luce  Fates.  By  Rosalba 
Camera  (Venice  1675-1757).  Pastel.  37,5  by  30,5  cm.  In  the 
I  original  carved  and  guilt  frame.  From  the  Dresden  Gallery. 

BRIENNER  STRASSE  25 
D— 8  MUNICH  2 
Tel.  (089)  55  52  29  Telegrams:  Paintings 

Exhibition  of  Old  Master  Paintings,  Drawings,  Sculpture,  and  Works  of  Art. 
October  13  -  December  5,  1975. 
Catalogue  on  request. 


jO 

Abbie  Vischsckoonmaker 

Galleries  InLernaLional 

The  Chairman  &  Directors  take  pleasure  in  announcing  the  FORMAL  OPENING  of  their 
new  London  Gallery  at  25  New  Cavendish  Street.  Oriental  Rugs  of  distinction  and 
Rare  Antiquities  in  Masterworks  and  Exemplary  Silk  Rugs  of  highest  standard  will  be 
shown.  THE  EXHIBIT  will  take  place  in  early  September  1975  at  the  new  Gallery. 

Invitations  by  Application  to: 

Mrs  Donna  Burrows 
25  New  Cavendish  Street  London  W.1. 
telephone:  01  -486  7561 


Laren  London  Jersey  Caracas 

The  Netherlands  England  Channel  Islands  Venezuela 


A  magnificent  illustrated 
history  of  fine  jewelry 
for  collector  and 
designer 


American  ScEutaptsn 
Jewelry 

'  1830-W14 


An  exquisite  and  comprehensive  historica 
and  pictorial  showcase  of  jewelry,  jewelry 
makers,  and  jewelry  designers  from  1830 
to  1914— the  most  interesting  and  signifi- 
cant period  in  the  history  of  jewelry.  The 
214  precise  illustrations  include  64  in 
gorgeous  full  color.  Size  7"  x  10". 

$14.95,  now  at  your  bookstore,  or  send  check 
or  money  order  to  CROWN  PUBLISHERS,  419 
Park  Ave.  South,  New  York,  N  Y.  10016 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers' Association 


Fine  Vienna  Clock  By  Braendl  Dated  1805, 
With  An  Unusual  4  Year  Calendar. 
Height  Overall  21  ins. 

6,7  &8BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 

Plymouth  337952 
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ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  Till 
QUEEN  MOTHER 


c%zre  &uj&6&  and  Co?iUneiita£  cJiSovr.  cMiniaiu* 
Antique  ^eu>e&>,  &foie  o/nu^-^Boxes 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l" 


With  the  present  high  rate  of  inflation,  many  people  find 
it  impossible  to  decide  how  best  to  preserve  their  savings 
and  provide  some  security  for  the  future.  Because  of  this, 
Richard  Ogden  has  inaugurated  a  special  JEWELLERY 
CONSULTANCY  SERVICE  on  the  first  floor  at  28 
Burlington  Arcade. 

Fine  Jewellery  has  proved  to  be  a  definite  hedge  against 
inflation.  It  is  of  entirely  international  value  and  has  the 
edge  on  shares  or  property.  Added  to  this  is  the  pleasure  of 
owning  beautiful  possessions  which  can  be  handed  on  as 
family  heirlooms. 

The  problem,  however,  for  the  public  is  how  to  buy  or 
sell  with  confidence  knowing  that  the  price  is  right.  Richard 
Ogden  now  offers  you  his  lifetime's  experience  in  the 
international  Jewellery  Trade  in  the  following  ways: 

1.  To  supply,  obtain  or  recommend  fine  jewellery  at  the 
best  possible  prices  for  a  fee  based  on  the  actual  cost 
price; 

2.  To  advise  you  if  you  wish  to  purchase  jewellery  from 
Auction  Sales; 

3.  To  purchase  your  jewellery  and  old  silver  for  cash  at 
absolutely  fair  prices ; 

4.  To  display  your  jewellery  at  retail  prices  in  the  windows 
of  28  Burlington  Arcade  for  a  fee  payable  only  when  it 
is  sold.  This  lovely  venue  attracts  visitors  from  all  over 
the  world  the  whole  year  round. 

Please  telephone  01-493  9l3&  7  or  6^39  for  an  appoint- 
ment. Enquiries  are  treated  in  the  strictest  confidence. 


RICHARD 
OGDEN 


International  Jewellery  Consultant 

28  &  29  BURLINGTON  ARCADE 
PICCADILLY  LONDON  Wl 


Marina 
Gallery 


(Weybridge )  Ltd. 


125  Oatlands  Drive,  Weybridge,  Surrey,  KTij  </LB. 
Telephone :  Weybridge  ji2oj. 

PICASSO 
An  exhibition  of  prints,  ceramics,  books 
and  drawings 

8th  OCTOBER  -  8th  NOVEMBER,  1975 
including 

"The  Bull-fight",  brush  and  wash, 
92  x  7  ins.  Signed,  dated  10.4.59 
(to  be  included  in  Cahier's  D'Art  1975) 
'Salome'.  Pointc-seche.  1905.  Bloch  14. 
'L'honnnc  au  Chapeau".  Eau-forte.  1914/ 15.  Bloch  29. 
'Sable  Mouvants'.  Aquatint.  1964/65.  Bloch  11 84. 
'I'rofil  de  Jacqueline'.  Ceramic  plaque.  1956 

Open  daily  11  a.m.  -  6  p.m. 
(By  appointment  -  telephone:  Walton  22042) 


•  ANtlQUE  DC*  11  A{ 


AMBERGRIS 

ANTIQUE  SILVER 

415  E.  53rd  St.,  New  York  City,  10022,  Shop  99 
Telephone:  (212)  PL1-8279 


MYER  MYERS,  NEW  YORK,  ca.  1785 
31  in.  high,  3&  in.  diameter  at  base 
"Myers"  struck  twice  on  the  bottom 

WILL  BE  SHOWN  AT  THE  NATIONAL  ARTS  & 
ANTIQUES  FESTIVAL,  NEW  YORK  CITY, 
SEPT  27-OCT  5,  1975  BOOTH  F-83A 

WE  ARE  INTERESTED  IN  PURCHASING  EARLY  AMERICAN  SILVER 


CHESNUT  AND  WALNUT  SIDE  TABLE.  SPANISH,  17th  CENTURY 


*RLY  FURNITURE 
TAL  AND  EUROPEAN 
A/ORKS  OF  ART 


ariinq 

OF   MOUNT  STREET  LTD  I 

112  MOUNT  STREET  LONDON  W1Y  5HE 


TELEPHONE:  01-499  2858 
CABLES:  BARGRO  LONDON  W1 


Berry-Hill 
Galleries 

743  Fifth  Avenue,  New  York,  N.Y.  10022 
(212)  753-8 1 30   Cables  BERR YHILL  N.Y. 


Joseph  Henry  Sharp 

(1859-1953) 

"TAOS  INDIAN" 

Oil  on  canvas.  36"x24" 
Painted  circa  1 9:2  i 
Sinned  JH  Sharp 
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LOUIS  C.  TIFFANY 

ONE  OF  THE  WORLD'S 
MOST  BEAUTIFUL  COLLECTABLES 
&  BEST  INVESTMENTS 

Tiffany  Lily  Lamp  with  18 
Signed  gold  iridescent  glass 
lily  shades.  Bronze  patina 
base  with  lily  pad  design. 
Signed  Tiffany  Studios, 
New  York. 

Very  rare.  Signed  Tiffany 
Studios  Table,  with  patinated 
legs  and  wooden  top.  30"  H., 
top  14"  square.  Same  as  in 
collection  of  Metropolitan 
M  useum  of  Art,  N.Y. 


Perfection  to  own  or  to 
give  as  a  gift 


Call  or  write  for  our  listing 
of  rare  and  unusual  Louis 
C.  Tiffany  objets  d  art. 

We  are  also  very  much 
interested  in  purchasing 
Tiffany  collections  of 
choice  items. 


THINK  TIFFANY— THINK  TEAM 

TEAM  ANTIQUES 

Box  52,  Great  Neck,  N.Y.  11023  •  (516)  HU  7-1826 
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Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


An  extremely 
attractive  ENGLISH 
Needlework  Panel, 
measuring  5'5"x2  '10" 
(1 ,65  x  86  cms.)  Mid- 
18th  century,  c.  1750. 
A  contemporary 
'blue  and  white'  vase 
holding  a  bouquet  of 
flowers  in  red,  blue, 
green,  ivory  and 
yellow.  The  vase  is 
situated  on  an 
ornamental  carved 
plinth,  against  a 
background  in  soft 
golden.  Worked  in 
polychrome  wools 
and  silks,  in  'tent' 
stitch;  edged  with 
original  stylised 
scroll  border,  with  a 
shell  motif  in  each 
corner,  on  a  blue 
ground.  In  excellent 
condition. 

38  Jermyn  Street,  St.  James's 

London  S.W.I .       Telephone :  01-629  4195 
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This  superb  example  of  craftsmanship  will  be  available  well  before 
Christmas  to  those  who  want  only  the  best  that  money  can  buy,  Bound 
in  polished  crimson  calf  hide,  the  gold  blocked  undated  cover  with 
optional  matching  initials  can  be  detached  from  the  water  silk  slip-in 
diary  for  use  with  future  refills.  Each  spread  of  hand  gilded  pages 
presents  a  week  of  the  year  with  one  column  to  each  weekday  identi- 
fiable by  the  bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include  import  and  export 
of  antiques.  Sovereigns  of  England,  English  Clockmakers,  Porcelain 
Factories,  Painters,  Silver  Marks,  Chinese  dynasties,  and  much  else 
besides. 

The  Diary  and  Appointments  Book  is  sent  to  you  in  a  specially  designed 


ORDER  FORM 


matching  protective  container  and  only  the  first  three  hundred  appli- 
cations can  be  accepted.  Overall  size  10"  x  1\"  Price  £12  (including  VAT 
UK  only).  $29.00  to  U.S.A.  Refills  only,  £4.00  (including  VAT  UK 
only).  $9.60  to  U.S.A. 


Postage  and  Packing 
per  Diary    U.K.  50p 
Europe  £2.25 
U.S.A.  S5.75 
Far  East  and 
Australia  £3.00 


Postage  and  Packing 
per  Refill    U.K.  £0.20 
U.S.A.  $3.50 
Elsewhere  £1.00 


VAT  No.  238  3874  23 


TO:  The  Connoisseur  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE  ROAD,  LONDON,  SW1V  1HF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1976.  Amount  

Mr/Mrs/Miss  


Address 


OCT  :  25  OCT:  17,18  OCT  :  17,  18  OCT  :  17,  18  OCT  17,  18 


FALL  AUCTION  SCHEDULE 

Sept.  3,  4  -  Tuxedo  Park,  N.Y. 

Estates  of  Mr.  &  Mrs.  George  Maxwell. 

Fine  Oriental  Rugs,  Victorian  &  Modern  Furnishings,  Bronzes,  Silver  China,  Victorian  Paintings. 
Sept.  20  -  Monroe,  N.Y. 
Estate  of  T.  Mitchell  Bundrant. 

Seth  Thomas  Grandfather's  Clock,  Carved  Oak  Victorian  Furniture,  Roger's  Group,  Cut  &  Decorated  Glass,  Silver,  China. 
Oct.  4,  5  -  Planned  Parenthood  -  "Lyndhurst",  Tarrytown,  N.Y. 
Furnishings,  Silver,  Paintings,  etc. 
Oct.  10,  11  -  Warren,  Conn. 

Personal  Collection  of  Mr.  &  Mrs.  Eric  Sloane. 

Early  American  Paintings,  Silver,  Chinese  Porcelains,  Bronzes,  1928  Model  A  Ford  Station  Wagon  -  Proof. 
Oct.  17,  18  -  New  Haven,  Conn. 
Prop,  of  Mrs.  A.  Molstein. 

Elaborate  Furnishings,  Victorian  &  French;  Sterling  Candelabra  (from  Col.  Green  Estate),  Meissen  &  Capo  di  Monte  Figures,  Huge  Rose 
Medallion  Vases,  etc. 

Oct.  23,  24,  25  -  Garrison  Inn,  Garrison,  N.Y. 

Estate  of  Alma  M.  Gilsey,  Furnishings  belonging  to  Mrs.  Jos.  B.  McMullan,  Mrs.  Hoffman  Nickerson  (t  Mr.  &  Mrs.  Robert  Wagner,  et  al. 
Paintings,  Fine  Oriental  Rugs,  American  &  European  Furniture,  including  Philadelphia  Highboy,  Silver,  Chandeliers,  quantity  of  Bibelots  &• 
Bric-a-Brac. 


O.  RUNDLE  GILBERT 
RICHARDS  C.  GILBERT 


Garrison,  New  York  10524 
Tel:  914-424-3657 


Auctioneers  —  Appraisers 


The  Farrow  &  Jackson 

WINE  BIN 


Any  number  of  open 
ings,  for  home,  bar  or 
cellar  use. 

PRICE  £1.90 

per  dozen  openings 

Carriage  and  V.A.T.  extra. 

ACKNOWLEDGED 
THE  BEST: 


"The  best  bins  are  not  some  of 
the  fancy  affairs  advertised,  but  the  plain 
wood  and  metal  constructions,  whose  best-j 
known  manufacturers  are  Farrow  and 

Jackson  " 

"Financial  Times",  25  Feb.  1975 

FARROW&JACKSON 


(t.c: 


Suppliers  to  the  Wine  trade  since  1  798 

Borwick  Rails,  Millom,  Cumberland.  LA  18  4JT 
Tel:  MILLOM  2801 


A  fully  illustrated 
catalogue  of  the  col- 
lection of  Victorian 
paintings  described  by 
Connoisseur  Magazine 
as  being  "...the  finest 
outside  the  British 
Isles."  Its  182  pages 
include  143  illustra- 
tions of  which  24  are 
in  full  color.  The  text 
is  comprised  of  bio- 
graphies of  the  57 
artists  represented,  an 

important  essay  on  the  Royal  Academy  during  Queen 
Victoria's  reign,  and  excerpts  from  the  reviews  which 
greeted  the  works  when  they  first  appeared. 

Catalogue  by  Christopher  Forbes,  with  introduction  by 
Allen  Staley   $15.00 

Also  available  in  soft  cover  edition  at  $9.50 

Please  send  your  order  specifying  hard  or  soft  cover 
editions  along  with  check  or  money  order  to:  The 
Forbes  Magazine  Victorian  Collection,  60  Fifth 
Avenue,  New  York,  N.Y.  10011  (N.Y.  residents  add 
appropriate  tax). 

Note:  This  collection  is  also  available  in  sets  of  slides. 
For  more  information  write  to  above  address. 


H*  Appvmtmtm 
Iht  i>u,tn  Muhn 


lo  It  SI  Oi,.<n  Eluti, 
J.u.ll... 


ISTAHllSrHD    18O5     l  L  L  11*1  IONES  493-"4i-2-3 


14  Grafton  Street,  London  W.i. 


Welikij  Ustjug,  1779.  Diameter:  3I  inches. 


Welikij  Ustjug,  1780.  Length :  3  {',  inches 


t  a 


•ine  the  Great,  circa  1760.  Length:  4  A  inches- 


Moscow:  1818.  Length:  ~*\  inches. 


Catherine  the  Great,  circa  1780.  Length:  3^  inches. 


J)  RUSSIAN  NIELLO  SNUFF  BOXES 

IN  SILVER  AND  SILVER-GILT 


LA//ON 


Lasson  Gallery 
82-84  Jermyn  Street 
London  SW1  6JD 

Tel.  01-629  6981 


FORTHCOMING 

EXHIBITION 

OF 

FINE 

OLD  MASTER 
PAINTINGS 

29  OCTOBER  -  22  NOVEMBER 


Including  works  by 

Simon  Vouet 
Andrea  Vaccaro 
Paul  Bril 
Gerard  Seghers 
Pieter  Quast 
Claes  Molenaer 
Anthonie  Palamedes 
Hans  Rottenhammer 


Jan  Peeters 
Egbert  van  Heemskerk 
Joost  Van  Cleeve 
Michele  Rocca 
Abraham  Bloemaert 
Cornelis  Jonson 
Patel 
Etc.,  etc. 


Catalogue  available  £1  ($3) 


THE  TAPPIT  HEN  ANTIQUES 

3050  GRANVILLE  ST.  VANCOUVER   B.C.    V6H  3J8 
DR.  H.  L.  PATRICK  Phone  731-8021 

MEMBER   -    CANADIAN  ANTIQUE  DEALERS'  ASSOCIATION 


Rare  early  Georgian  walnut 
bureau  bookcase  with  contrasting  walnut  panels.  C.1725 


(A  PARTNERSHIP) 

Antiques  and  Works  of  Art 


Sir  Edwin  LANDSEER.  R.A.  (1802-1873) 
"THE  STAG  AT  BAY" 

Bronze.  Length  52i".  Height  37".  Width  24A". 
Standing  on  shaped  wooden  base  23"  high. 
Modelled  1866.  (See  Algernon  Graves,  "A  century  of  Loan 
Exhibitions")  1813-1912.  Vol  2.  Publ.  1913. 
Provenance.  H.  W.  Eaton  Esq,  1st  Lord  Cheylesmore.  By 
inheritance  the  estate  of  the  late  Lieut.  Col.  Francis  Eaton, 
4th  Lord  Cheylesmore,  D.S.O. 

736  Seventeenth  Avenue  Southwest  Calgary, 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 
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MAGNIFICENT 

TEA-KETTLE 


Jj  marine  themes  of  the  rococo  are  interpreted 
with  superb  virtuosity  in  this  tea-kettle  and 
md  which  bears  the  marks  of  James  Shruder, 
London,  i74<-)-  16  in.  high,  it  weighs  ii2.cozs. 


The  inverted  pear-shaped  body  of  the  kettle  is  repousse-chased 

on  one  side  with  Neptune,  crowned  and  holding  his  trident-sceptre, 

borne  in  his  sea-chariot  by  dolphins.  On  the  other  side,  swept 

by  the  waves,  is  a  barque  with  its  sail  shaped  as  a  cartouche  for 

the  arms  oj Okcovcr  impaling  Nichol,for  Leake  Okeovcr  ( 1701-1765) 

and  his  wife  Mary.  Framed  by  shells  and  seaweed,  the  two  scenes 

converge  on  the  beautifully  modelled  spout,  a  fantasy  of  a  triton 

astride  a  hippocampus  rising  jrom  the  rushes  by  the  water.  Waves 

spiral  up  the  domed  cover  to  the  realistically  modelled  conch 

finial,  while  the  handle  oj  interwoven  water-weeds  can  be  held 

rigid  with  a  chained  locking-pin. 

The  stand  reiterates  the  marine  theme  with  closely-packed  Crustacea 
and  rocaille  jestoons  to  the  apron  which  rises  from  three  dolphin 
supports,  oj  which  the  tails  twist  to  hold  the  shell-encrusted  lamp. 
Work  bearing  Shruder  s  mark  is  relatively  rare,  but  is  always  of 
exceptional  quality.  He  was  a  friend  of  Lamerie,  and  witnessed  his 
will.  A  three-spouted  urn  oj  1752,  in  similar  style  though  with 
less  elaborate  stand,  is  in  the  collection  of  the  Folger  Coffee  Co. 


2  silver  jbr  the  collector  from 

MON  KAYE  LTD. 

l\  ALBEMARLE  STREET 
I       PICCADILLY  •  LONDON  W  1 

»■  Telephone  01-493  7658 

i  ojtlii'  Hriti.flt  Anti'ine  Dealers'  Associutitm 


I.  FREEMAN  8c  SON  INC 

12  East  52nd  Street 
New  York  NY  10022. 

Telephone  J59-6900 

Members  of  the  Art  and  Antique  Dealers'  League  oj  America  Inc. 


For  this  edition  of 

OUR  TOWN 

rbeforput  nil  planned  by  Adrian  Wilson 

and  the  type  let  by  Mackenzie  £■  Harris,  Inc.,  in  Son  Francisco. 

Tito  thousand  copies  have  been  printed 

hy  The  Meriden  Grarure  Company  m  Mertden,  Connecticut, 

for  the  members  of  The  Limited  Editions  Club. 

jMicopy  is  signed  by  the  author 

The  tllustrattons  were  made  by  Robert  J.  Lee, 
who  here  signs 

this  copy,  number  / 


Colophon  page  from  the  Club's  edition  of  "Our  Town," 
signed  by  the  author,  Thornton  Wilder,  and  the  illus- 
trator, Robert  J.  Lee. 

How  Can  You  Tell 
If  an  Edition  Is 
Really  Limited? 

Nowadays,  there's  much  talk  about  limited  editions  in  books. 
But  the  word  limited  is  loosely  used,  since  there's  only  one 
way  in  which  an  edition  can  be  truly  limited.  That  is  by  in- 
cluding in  the  volume  a  colophon  page,  disclosing  the  exact 
number  of  copies  printed. 

The  Limited  Editions  Club  is  thus  qualified  to  use  the  word 
limited  without  reservation.  Each  volume  does  contain  a  col- 
ophon page  disclosing  the  number  of  copies  printed  —  and 
in  addition,  bears  the  written  signature  of  the  illustrator  or 
designer.  Hence,  the  collector  is  assured  of  lasting  value. 

Recently,  one  of  our  members  wrote:  "The  Limited  Edi- 
tions Club  is  an  island  in  a  sea  of  things  that  jade,  break,  tear, 
bend,  crack,  split  and  disappoint"  .  .  .  just  one  of  many  com- 
ments by  our  readers  on  the  enduring  volumes  the  Club  has 
distributed  for  almost  a  half  century. 

Today,  our  membership  is  restricted  to  just  2,000  —  no 
more.  At  the  moment  a  few  memberships  are  available. 

You  will  be  pleasantly  surprised  to  find  that  these  collec- 
tor's editions,  which  by  their  nature  represent  an  investment, 
are  most  reasonably  priced.  We  invite  your  inquiry.  There  is, 
of  course,  no  obligation. 


The  Limited  editions  club 

Box  36 
Avon,  Connecticut  06001 

Please  send  me  information  about  the  Club. 


NAME, 


ADDRESS. 


CITY. 


STATE . 


.ZIP. 


\i.XXXXXXXA.*J.XXA.A.*XXXXXA.XXXXXXXXXXXXXXXXXXXXXXJ,i 


PHYLLIS  HADERS 

Select  Amish,  pieced  &  applique  American  Quilts' 
By  Appointment  Only  (212)  832-8181 


Victorian  "Crazy  Quilt" 
New  York,  dated  1886,  64"  x  70" 

Brilliantly  colored  silks  and  velvets, central  diamond 
contains  various  commemorative  D.A.R.  ribbons. 

Mail  address:  136  East  64  Street,  New  York,  N.Y.  10021 

/  am  always  interested  in  purchasing  unusual  and  fine  quilts 


THE  TENTH  ANNUAL 


Cheltenham 
Antiques  Fair 


AT  THE 

PITTVILLE  PUMPROOM 

Cheltenham 

WEDNESDAY  -  SATURDAY 
SEPTEMBER  17 -20 

11  am  -  9  pm  daily 

Furniture  pre- 1830 
Other  antiques  pre- 1870 


32   The  Connoisseur,  September,  197J 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars — tomorrow  may  be  too  late. 


49/51  High  Street,  Maidenhead  Telephone:  Maidenhead  26306 

Branches  at  York  and  Edinburgh 

Head  Office:  16  Finsbury  Circus,  London  EC2M  7DD. 


1 1 


"Rooked"  -  Ex.  R.A.  1894 

B. 1857 

Panel  -  18"  x  14"  (45  x  35  cm) 
Outside  frame  -  24"  x  20"  (51  x  50  cm) 


John  A.  Lomax 


In  Toronto' 
Fine  paintings  by 
recorded  artists 


Including  works  by: 

Berne  Bellecour,  F.  M.  Bennett,  B.  J.  Blommers,  F.  A.  Bridgeman, 
Arnesly  Brown,  R.A.  Rosa  Bonheur,  Edgar  Bundy,  A.R.A., 
J.  B.  Burgess,  A.  de  Breanski,  D.  Y.  Cameron,  Ivan  Choultse, 
J.  van  Chelminski,  Vincent  Clare,  H.  C.  Delpy,  J.  Dupre,  Leon 
Victor  Dupre,  Dietz  Edzard,  Suzanne  Eisendieck,  Rudolph  Ernst, 
Russell  Flint,  Frederick  Goodall,  R.A.,  Paul  Grolleron,  Leon 
L'Hermitte,  J.  J.  Henner,  J.  F.  Herring  Jr.,  Joseph  Highmore, 
Bernard  de  Hoog,  W.  Lee  Hankey,  Isaac  Israels,  Charles  Jacque, 
J.  S.  H.  Kever,  W.  Calcott  Knell,  Aston  Knight,  Dame  Laura 
Knight,  Ridgeway  Knight,  Sir  John  Lavery,  R.A.,  B.  W.  Leader, 
Franz  von  Lenbach,  Emile  Levy,  Han  van  Meegeren,  J.  C. 
Meissonier,  Franz  Moormans,  Wm.  J.  Muller,  Sir  Henry  Raeburn, 
Allan  Ramsay,  Antonio  Reyna,  George  Romney,  Lucio  Rossi, 
W.  Dendy  Sadler,  Raphael  Senet,  Wm.  Shayer  Sr.,  Franz  R. 
Unterberger,  Eugene  Verbodckhoven,  Jareslav  Vesin,  J.  G.  Vibert, 
F.  W.  Watts,  J.  H.  Weissenbruch,  Felix  Ziem  and  others. 

FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  921-3522 
Area  Code:  416 


NEW  YORK'S  ORIGINAL  ANTIQUES  CENTER 

•  where  collectors  and  dealers  shop  for  a  vast  and  varied 

choice  of  interesting  items 

•  where  modest  overhead  makes  realistic  prices  possible 

•  where  knowledgeable  dealers  specialize  in  popular 

collecting  categories 

•  where  spacious,  gracious  quarters  make  antique 

shopping  truly  a  pleasure 

415  East  53rd  Street,  New  York,  N.Y.  10022 
between  Sutton  Place  and  First  Ave. 
(212)  486-0941 


Hours:  Tues.-Sat. 
Closed  Mondays 


10:30-5:30;  Sun.  12-6 
Admission  Free 


ALAN  TILLMAN 

(ANTIQUES) 

Antique  Glass  and  Paperweights 


Cables:  Tillweights, 

London,  S.W.I. 
Telex:  91 61 51  UK 


9  Halkin  Arcade, 
Motcomb  St., 
London,  S.W.I. 
Tel:  01-235  8235 


EXHIBITING  AT  THE 
NORTHERN  ANTIQUE  DEALERS'  FAIR 
STAND  NO.30 
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A  George  IV  silver  box  dating  from  1 82 1 ,  }\  inches 
w  ide.  The  maker  was  Edw  ard  Farrell  and  the  lid  bears  a 
design  of  hounds  and  boar.  Price  ,£665. 

I  ouis-  \lexandre  Bruneau  made  this  silver-gilt  snuffbox 
in  about  1840.  It  bears  the  St  Petersburg  assay  mark,  and 
the  lid  is  set  with  a  silver  plaque  in  high  relief  showing 
merrymakers  outside  an  inn.  The  box  measures 
inches  wide,  and  the  price  is  ,£290. 

A  hunting  scene  decorates  the  lid  of  this  silver  snuffbox, 
which  dates  from  the  reign  of  ( ieorge  IV,  1829.  The 
box  measures  3^  inches  wide,  has  a  London  mark,  ami  is 
priced  at  .£405. 


/ 1 


October  17-19 

Frederick.  Maryland 

FREDERICK  HERITAGE 
ANTIQUES  SHOW 

The  National  Guard  Armory, 

Second  &  Bentz  Street 

Sponsor:  Frederick  Historical  Society 


October  24-26 

Easton,  Maryland 

THE  TIDEWATER 
ANTIQUES  SHOW 

The  Tidewater  Inn,  Gold  Room 
Sponsor:  The  Brig  Gen.  Perry  E.  Benson 
Chapter  of  D  A  R 


November  14-16 

Alexandria,  Virginia 

ALEXANDRIA 
ANTIQUES  SHOW 

Olde  Colony  Motor  Lodge, 
North  Washington  &  First  Streets 
Sponsor:  John  Alexander  Chapter,  D.A.R. 

November  28-30 

Towson,  Maryland 

TOWSON 
ANTIQUES  SHOW 

The  National  Guard  Armory, 
Chesapeake  S  Washington  Streets 
Sponsor:  The  North  Area  Center  YWCA 

December  5-6-7 

Washington,  D.C. 

THE  FALL  LINDEN  HILL 
ANTIQUES  SHOW 

Linden  Hill  Hotel,  Bethesda,  Maryland 

General  Admission  $2.50 
Admission  with  this  advertisement  $2.00 
Peggy  Stewart  Antiques  Shows 
P.O.  Box  1E23     Washington,  D  C.  20013 
(202)  466-3636 


In  Toronto' 
Fine  paintings  by 
recorded  artists 


Including  works  by: 
Berne  Bellecour,  F.  M.  Bennett,  B.  J.  Blommers,  F.  A.  Bridgeman, 
Arnesly  Brown,  R.A.  Rosa  Bonheur,  Edgar  Bundy,  A.R.A., 
J.  B.  Burgess,  A.  de  Breanski,  D.  Y.  Cameron,  Ivan  Choultse, 
J.  van  Chelminski,  Vincent  Clare,  H.  C.  Delpy,  J.  Dupre,  Leon 
Victor  Dupre,  Dietz  Edzard,  Suzanne  Eisendieck,  Rudolph  Ernst, 
Russell  Flint,  Frederick  Goodall,  R.A.,  Paul  Grolleron,  Leon 
L'Hermitte,  J.  J.  Henner,  J.  F.  Herring  Jr.,  Joseph  Highmore, 
Bernard  de  Hoog,  W.  Lee  Hankey,  Isaac  Israels,  Charles  Jacque, 
J.  S.  H.  Kever,  W.  Calcott  Knell,  Aston  Knight,  Dame  Laura 
Knight,  Ridgeway  Knight,  Sir  John  Lavery,  R.A.,  B.  W.  Leader, 
Franz  von  Lenbach,  Emile  Levy,  Han  van  Meegeren,  J.  C. 
Meissonier,  Franz  Moormans,  Wm.  J.  Muller,  Sir  Henry  Raeburn, 
Allan  Ram.caw  Antonio  Reyna,  George  Romney,  Lucio  Rossi, 


Antiques  By 

Barbara  N.  Cohen 

Always  the  Unusual  &  the  Elegant 

13  East  Park  Road 
Pittsford,  New  York  14334  U.S.A. 

Telephone  (716)  586 .  4744 
(Outside  Rochester) 


F 


ORIENTAL  ANTIQUES  FOR 
COLLECTORS  AND  DEALERS 

A  first-time  offering  of 
A  CATALOGUE  RAISONNE 

Over  1000  unusual  objects  of  Orientalia,  from  the  Chou  dynasty  to 
turn-of-the-century;  mostly  rare  and  some  of  top  museum  calibre.  An 
extraordinary  list  with  sizes,  prices  and  many  illustrations  from  The 
Lubliner  Collection  and  other  Chicago-area  shops.  Documentation 
guaranteed  and  arrangements  available  for  shipments  on  approval  to 
responsible  buyers  of:  porcelains,  furniture,  bronze,  pewter,  lacquer, 
cloisonne,  jade,  ivory,  early  ceramics,  celadon,  sword  fittings,  inro,  etc. 
A  limited  edition  for  October  delivery,  by  advance  order  now  at  US 
$3.50  per  copy,  postpaid.  (Please  add  US  $1.50  to  other  countries) 
The  Lubliner  Collection,  P.O.  Box#11397,  Chicago,  IL. 60611,  USA 
or  cable  "Laurus". 
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A  George  IV  silver  box  dating  from  1821,  3^  inches 
wide.  The  maker  was  bdward  Farrell  and  the  lid  bears  a 
design  ot  hounds  and  boar.  Price  £66$. 

Louis- Alexandre  Bruncau  made  this  silver-gilt  snuffbox 
in  about  1S40.  It  bears  the  St  Petersburg  assay  mark,  ami 
the  lid  is  set  with  a  silver  plaque  in  high  relief  showing 
merrymakers  outside  an  inn.  The  box  measures  3^ 
inches  wide,  and  the  price  is  £290. 

A  hunting  scene  decorates  the  lid  of  this  silver  snuffbox, 
which  dates  from  the  reign  of  George  IV,  1829.  The 
box  measures  3^  inches  wide,  lias  a  London  mark,  and  is 
priced  at  ,£405. 

A  finely  detailed  Newstead  Abbey  vinaigrette  by 
Nathaniel  Mills  of  Birmingham.  It  measures  1^  inches 
wide  and  dates  from  1838,  in  the  reign  of  Victoria. 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Telephone:  01-734  3727 


FRANK  CARO 
GALLERY 

41  EAST  57th  ST.,  NEW  YORK,  N.  Y.  10022 
(212)  PL  3-2166 


Blanc  de  Chine  .Cylindrical  Vase 
Late  18th  century 
Height:  12 V%  inches 


THE 

PRE-RAPHAELITE 
INSPIRATION 

S.  &  K.  MORRIS  present  an  exhibition  and 
sale  of  paintings,  drawings  and  prints  at 

Six  Bells,  Pathlow,  Stratford-on-Avon  (on 
the  A34,  3  miles  north  of  Stratford),  tel: 
Stratford,  4350, 

from  Saturday,  Oct.  4th  to  Sunday,  Oct. 
1  2th,  open  daily  11  am  to  6  pm. 

Including  works  by:  Madox  Brown,  Burne-Jones, 
Crane,  L.  B.  Davis,  Holiday,  Holman  Hunt,  Lear, 
Millais,  William  de  Morgan  (tiles),  Morris,  Pinwell, 
Rooke,  Rossetti,  Ruskin,  Sandys,  Shields,  Smetham, 
Simeon  Solomon,  Southall. 


Exhibition  catalogue 
available- S. A. E.  please. 


Property  of  an  American  Educational 
Institution,  formerly  in  the  private 
collection  of  George  D.  Widener 

English  room  in  knotty  deal, 
21  feet  8  inches  by  25  feet,  height 

to  cornice  13  feet; 
French  room  34  feet  5  inches  by 
22  feet,  height  to  cornice 
13  feet  8  inches 


Details  and  photographs  available  from 

Box  #3771,  The  Magazine  Antiques 
551  Fifth  Avenue,  New  York,  N.Y.  10017 


•J? 
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DuMOUGHELLE  ART  GALLERIES,  Detroit,  Michigan,  U.S.A. 


announces  an  extraordinary 

ART  and  ANTIQUES  AUCTION 

featuring  the 

ROSE  KOLIN  Art  Collection 

augmented  by  other  fine  objects  from  important  sources 

Early  in  the  1900's,  Rose  Kolin  became  an  emigre  from  Old  Russia, 
bringing  with  her  to  America  many  prized  possessions.  In  the  inter- 
vening years,  while  she  and  her  husband  built  a  prosperous  business 
in  Detroit,  she  continued  her  collecting  of  art  and  antiques.  Today, 
these  accumulated  treasures  occupy  the  better  part  of  a  five  story 
warehouse  and  many  of  the  objects  are  almost  priceless. 


-Sevres  urns 
-Royal  Vienna 
-200  hand  painted 
porcelain  plaques  (50 
of  which  are  K.P.M. 
-Meissen  and  Dresden 
clocks,  urns,  plaques 
-Bronze  statuary 
-Antique  cut  glass 
-Chinese  furniture 
-Cloisonee  collection 
-Miniature  enamel 
furniture 

-Chinese  porcelains 
-Crystal  chandeliers 
-Art  glass,  Tiffany 

Galle,  Cranberry 
-Oriental  rugs 
-Fine  European  & 

Oriental  Ivories 
-Meissen  figure  groups 
-French  furniture 
-European  Animal 

bronzes  by  Mene, 

Barye 

-Victorian  lamps 
-Icons 

-Antique  French  curio 
cabinet 


Above:  Vernis  Martin 
Curio  cabinet,  bronze 
ormula  with  bevelled 
glass. 

Top:  Bronze  figure  o 
nude,  signed  ERNST 
SEGER,  5  ft.  high. 


Above:  Royal  Vienna 
urn,  continuous 
landscape  with 
classical  figures. 
40"  high. 

Left:  Meissen  urn, 
one  of  pair.  Life  of 
Moses.  27"  high. 


K.P.M.  Plaque,  signed  A.  E.  SIMPSON, 
1819.  13V4  x  I6V2  inches 


AUCTION 
DAYS: 

Friday,  October  24 
at  7  p.m. 

Saturday,  October  25 
at  11  a.m. 

Sunday,  October  26 
at  12  noon 

PREVIEWING:  Tuesday, 
Wednesday,  Thursday, 
October  21,  22,  23 

Catalog  available  $4.00. 
Your  enquiry  is  invited 
by  mail,  phone  or  cable. 

TERMS  OF  SALE  — Cash  or 
certified  check  unless  credit 
is  established. 


DuMOUGHELLE  ART  GALLERIES  GO. 


409  E.  Jefferson,  Detroit,  Michigan,  U.S.A.  48226  • 
Lawrence  F.  DuMouchelle  Joan  Walker 

Estate  Auctioneers  and  Appraisers 


Phone  (313)  963-6255 
Ernest  J.  DuMouchelle 


From  England. . . 


An  excellent  oak  Welsh  dresser. 
Circa  1760.  3U/2  inches  wide,  I6V2  inches  deep, 
55  inches  high.  $5,000.00. 


STRASSEL3 


S.I.D.  MEMBERS 
ouise  A .  Mendel 
Julian  DePree 
•k  R.  Blankenburg 


FINEST 


CARPETS  L^p" 


SINCE 

1898 


BESHAR'S 


63  East  52nd  Street,  New  York,  10022    PLaza  8-1400 


we 

will  go 
when 
you 


Securicor's  Global 
Courier  Service  is  the 
best  way  to  deliver 
your  precious  documents, 
pictures  and  valuables 
from  door  to  door. 

Securicor  Global  Couriers 
operate  anonymously 
on  an  international  scale 
using  air,  sea  or  land 
transport  on  scheduled 
routes  or  special  charter. 
Consignments  never  leave 
the  hands  of  the  trained 
Securicor  Courier. 


Favourable  insurance  rates 
available  where  required. 


Phone  Securicor 
Global  Couriers  Limited 
at:  01 -352 0755  or 
01-352  0141  for  details. 

Head  Office: 
17  Chelsea  Embankment, 
London,  SW3 


1000  HAMILTON  AVE..  LOUISVILLE.  K.Y.  40204  TEH502) 587-661 1 
Member  of  The  Art  and  Antique  Dealers  League  of  America,  Inc. 


FLEUR  COWLES 


RECENT  PAINTINGS 

OPENING  OCTOBER  20th.  1975 


After  the  Storm 

30"  x  24" 
Acrylic  on  board 


PARTRIDGE 

(FINE  ARTS)  LTD. 

144-146  New  Bond  Street 
London  WiY  oLY 

Telephone  01-629  0834/7 


American  Manufacturer  of  Carpets, 
Wallcoverings,  Fabrics  and  Trimmings 

Salutes  the  Nineteenth  Century 
with  WOOL...  IN  A  CLASS  BY  ITSELF 


m 


Wool.  In  a  class  by  itself. 


PURE  WOOL  PILE 

The  Woolmark  is  your 
assurance  of  quality 
tested  carpets  made  of 
pure  wool  pile. 


An  exact  reproducti 


jf  a  19th  Century  Scotch  Ingrain  carpet  document  woven  by  Scalamandre  for  the  19th  Century  Shov 

at  the  Metropolitan  Museum  of  Art.  ^97223  — 100%  wool  —  36"  wide 


Scotch  Ingrain  carpets  were  woven  during  the  19th  Century  in  Scotland.  These  floor  coverings 
were  actually  hand-woven  on  a  36"  wide  fabric  (matelasse)  loom  which  had  two  warps.  One  warfi 
was  of  alternating  colors  and  the  other  warp  a  solid  color.  The  fillers  were  of  several  colors 
intricately  placed  by  hand  in  irregular  patterns.  The  carpet  was  sewn  together  loosely  to  permit 
unstitching  so  that  the  lengths  could  be  rolled  separately  in  order  to  facilitate  easy  transfer  to 
other  areas. 

Then,  as  now,  only  100%  wool  was  used  to  provide  the  incomparable  qualities  of  rich  texture, 
durability  and  performance  found  only  in  this  natural  fiber.  It  is  but  another  example  of 
Scalamandre's  renowned  expertise  in  the  world  of  textiles. 


950  Third  Avenue,  10th  Floor,  New  York,  N.Y.  10022 

Atlanta  •  Boston  •  Chicago  •  Dallas  •  Houston  ■  Los  Angeles  •  Philadelphia  •  San  Francisco 

to  the  trade  only 
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TAIR: 


59  East  57th  Street,  New  York,  N.Y.  10022  •  (212)  355-7620 


STAIR  AND  COMPANY  LTD.    120  and  126  Mount  Street,  London  W.l  •  01-499 1786  6270 
STAIR  AND  CO.  at  DOUGLAS  LORDS  INC.   334  Worth  Avenue,  Palm  Beach,  Fla.  33480  •  (306)  666-0700 


COMPANY     ESTABLISHED  1912 


l^n  exceptionally  fine  and  elegant  Sheraton  mahogany  bookcase  or  display  ca 

'rossbanded  and  inlaid  in  satin  wood  and  ebony.  56"  wide,  17%"  deep,  104"  higl 


Sotheby  Parke  Bernet  losangeles 

7660  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937-5130    Telegrams:  Abinitio,  Los  Angeles    Telex:  Los  Angeles  67£i2C 

announce  two  important  sales  in  October 

Monday,  13  th  October  and  following  two  days,  at  8  pm 

ORIENTAL  WORKS  OF  ART 

On  view  from  Friday,  10th  October  to 
Sunday,  12th  October,  12  noon  to  5  pm 

including  Chinese  archaic  bronzes;  Han  and 
T'ang  pottery  figures  and  bronze  mirrors ; 
Sung  wares  including  a  collection  of  Chun 
Yao  tea  bowls;  Ming  and  Ch'ing  porcelains; 
Chinese  export  porcelains  including  a  pair 
of  'famillc'  rose-fish  bowls;  cloisonne 
enamels;  jade  and  hardstone  carvings; 
Peking  glass;  Japanese  lacquer  wares;  inro; 
tsuba;  netsuke;  Chinese  and  Japanese  ivories; 
Japanese  Hanewa  figures;  Chinese,  Tibetan, 
Ncpalese  and  Siamese  gilt  bronzes;  Khmer 
sculpture;  Chinese,  Japanese  and  Korean 
furniture  and  decorations 

Illustrated  catalogue  $6  by  mail 


Chinese  export  porcelain  figures  of  a  Dutch  couple,  Ch'ien  Lung  per 


Monday,  20th  October,  at  8  pm 

AMERICAN  PAINTINGS 

On  view  from  Friday,  1 7th  October  to  Sunday,  19th  October,  12  noon  to  5  pm 


including  paintings  and 
watercolours  by  Thomas  Moran, 

E.  Farrington  Elwell, 
A.  D.  M.  Cooper,  Olaf  Wieghorst, 
Thomas  Hill  and  E.  A.  Burbank; 
sculptures  including  Carl  Kauba's 
How-Kola,  Remington's 
Bronco  Buster,  Rattlesnake  and 
Mountain  Man 

Fully  illustrated  catalogue  $6  by  mail 


Frederic  Remington,  Return  of  a  Blackfooi  War  Party,  oil  on  canvas,  1887, 
27I  by  49 1  inches 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  980  Madison  Avenue,  New  York,  N.Y.  10021,  Sotheby  Parke  Bernet  Inc.,  232  Clarendon  Street, 
Boston  021 16,  Sotheby  Parke  Bernet  Inc.,  3196  Galleria  Post  Oak,  5015  Westheimer  Road,  Houston,  Texas  77027  and  Sotheby  Parke  Bernet  &  Co., 

34-35  New  Bond  Street,  London  Wi  A  2AA 
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Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 


Saturday,  20th  September,  at  10  am 
on  the  premises  at  Round  I  lill  Road,  Greenwich,  Connecticut 

A  Distinguished  Collection  of 
ENGLISH  FURNITURE  AND 
ABINETWORK,  RUGS  AND  CARPETS 
AND  DECORATIVE  ARTS 

sold  by  order  of  the  present  ow  ner 


On  view  from  Tuesday, 
16th  September  to  Friday, 
19th  September  from 
10  am  to  s  pm 


One  of  an  important  pair  of 
George  III  carved  and  gilt-wood 
console  tables,  last  quarter  of  the 
1  Nth  century 


Two  from  a  fine  set  of  ten 
George  II  walnut  dining  chairs, 
second  quarter  of  the  I  Nth  century 


Illustrated  catalogue  $8  (Sio  domestic  mail,  $12  overseas  mail).  Order  catalogue  by  sale  no.  3783  with  cheque  enclosed 
Admission  to  viewing  and  auction  by  catalogue  (one  catalogue  admits  two).  Catalogue  includes  a  map  and  other  details 
Catalogue  available  from  Sotheby  Parke  Bernet,  232  Clarendon  Street,  Boston,  Mass.  021 16,  Sotheby  Parke  Bernet  Los  Angeles,  7660  Beverly  Boulevard, 
Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  Houston,  Galleria  Post  Oak,  5015  Westhcimcr  Road,  Houston,  Texas  77027,  Sotheby  Parke  Bernet 
&  Co.,  34-35  New  Bond  Street,  London  WlA  2AA  and  from  representatives  in  Amsterdam,  Buenos  Aires,  Edinburgh,  Florence,  Johannesburg,  Madrid, 
Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Toronto  and  Zurich 

For  further  sale  information  24  hours  every  day  dial  (212)  472  3555. 
Exhibition  Galleries  open  Tuesday  to  Saturday,  10  am  to  5  pm,  closed  Sunday  and  Monday 


Sotheby  Parke  Bemet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Friday,  3rd  October,  at  to. 15  am  and  2  pm 


NINETEENTH  CENTURY 
EUROPEAN  PAINTINGS 

On  view  from  Saturday,  27th  September 


Enrique  Lopez  y  Martinez,  The  Royal  Armory  in  Madrid,  signed 
28  by  36  inches 


Johan  Nepomuk  Raucli,  Figures  on  a  Hill  overlooking  Wiples  Harbour, 
signed  and  dated  Naples  1842,  27  by  41 J  inches 


:iste  Edouard  Detaille,  Retour  des  Carabiniers  de  la 
1 8 14,  signed  and  dated  1906,  36J  by  30]  inches 


Hubert  Salentin,  Calling  the  Ferry,  signed  and  dated  1878, 
25  j  by  I7jr  inches 


Illustrated  catalogue  $4  domestic  mail,  $5  overseas  mail.  Order  catalogue  by  title  and  date  of  sale  with  cheque  enclosed 

Catalogue  available  from  Sotheby  Parke  Bemet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bemet  &  Co.,  ■ 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Buenos  Aires,  Edinburgh,  Florence,  Houston,  Johanncsbgl 
Madrid,  Melbourne,  Milan.  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Toronto  and  Zurich 


Sotheby  Parke  Bernet.  newyork 
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Tuesday,  7th  October  and  following  four  days,  at  10. 15  am  and  2  pm 
on  the  premises  in  Madison,  New  Jersey 

Sale  by  auction  of 

THE  CONTENTS  OF  'GIRALDA' 

the  Collection  of  the  late  Geraldine  Rockefeller  Dodge  (sold  by  order  of  Fidelity  Union  Trust  Company, 

Executor  and  St.  Hubert's  Giralda,  Inc.,  Legatee) 


including  animalier  and  other  bronzes, 
iyth  century  paintings  primarily  of  animal  subjects, 
silver,  Chinese  and  other  porcelain,  French  and 
other  furniture,  Oriental  carpets  and  rugs 
and  other  decorative  arts 


A  bronze  equestrian  group,  inscribed  Moris,  15  J  inches  Ion 


On  view  from  Saturday,  4th  October  to  Monday,  6th  October  from  10  am  to  5  pm 

Illustrated  catalogue  $12.50  by  mail.  Order  catalogue  by  sale  no.  3791  with  cheque  enclosed 
Admission  to  viewing  and  auction  by  catalogue  (one  catalogue  admits  two).  Catalogue  includes  a  map  and  other  details 
Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
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During  the  1975-76  Season,  another  scries  of  sales  from  the  Dodge  Collection  will  be  held,  including  fine  animalier  and  other  bronzes,  19th  century  and 

old  master  paintings,  American  paintings  and  bronzes,  jewellery  and  other  works  of  art 
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Friday,  10th  October  and  following  day 

HIGHLY  IMPORTANT 
AFRICAN,  OCEANIC  AND  PRE-COLUMBIAN  ART 

from  die  Collection  of  J.  C.  Lcff,  Uniontown,  Pennsylvania 
On  view  from  Saturday,  4th  October 


A  pair  of  terracotta  seated  figures,  Nayarit,  19!  and  19  inches  high 


A  stone  head  of  a  bat  dicty,  early  Classic  Eastern  Mexico,  9  fa  inches  high  An  incised  terracotta  vessel,  Mayan,  c.  500  A.D.,  6  J  inches  high 
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Friday,  10th  October  and  following  day 


A  Senufo  wood  mask  of  helmet  form,  "Deguele",  36  inches  high  A  Baule  wood  mask,  9  inches  high 
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will  hold  the  following  sales  in  September  on  view  at  least  three  days  prior    all  catalogues  post  fii 


Thursday,  4th  September 
at  10.30  am,  at  Belgravia 
Oriental  Ceramics,  Works  of 
Art  and  Furniture 

Thursday,  4th  September 
at  11  am 

English  and  Foreign  Silver 
and  Plate 

Monday,  8th  September 
at  1 1  am 

English  and  Continental 
Portrait  Miniatures,  Objects 
of  Vertu,  English  Enamels 
and  a  Collection  of  Boites-a- 
Portrait 

Tuesday,  9th  September 
at  1 1  am,  at  Belgravia 
Victorian  Paintings, 
Drawings  and  Watercolours 

Wednesday,  10th  September 
at  1  1  am 

Netsuke,  Inro,  Lacquer  and 
Other  Decorative  Japanese 
Works  of  Art 
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Sotheby  Parke  Bernet  &  Co. 

34-35  New  Bond  Street,  London  Wi  A  zAA 

t  elephone:  (01)  493  8080 

Ti (lex:  London  24454 
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Sotheby  Parke  Bernet  &  Co. 
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1 15  Chancery  Lane,  London  WC2A  IPX 
Telephone:  (01)  405  7238 

Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWlX  8LB 
Telephone :  (o  I )  23  5  43 1 1 
Telex:  London  24454 
Telegrams:  Gavel,  London 
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fohn  Robertson 

19  Castle  Street,  Edinburgh  EH2  3  AH 
Telephone:  (031)  226  5438 
Telegrams:  Abinitio,  Edinburgh 
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President: J.  L.  Marion 

Sotheby  Parke  Bernet  Inc. 

980  Madison  Avenue,  New  York,  N.Y.  10021 

Telephone:  (212)  472-3400 

Telex:  New  York  232643 

Telegrams:  Parkgal,  New  York 

Sotheby  Parke  Bernet  Inc. 
PB-84 

171  East  84  Street,  New  York,  N.Y.  10028 
Telephone:  (212)  472  3583 

Los  Angeles 

President :  Peter  McCoy 

Sotheby  Parke  Bernet  Inc. 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  (213)  937-5130 

Telex:  Los  Angeles  677120 

Telegrams:  Abinitio,  Los  Angeles 


Thursday,  1 1  th  September 
at  1 1  am,  at  Belgravia 
English,  Russian  and  Other 
Foreign  Silver,  Plated  Wares 
and  Objects  of  Vertu, 
1825-1975 

Thursday,  1 1  th  September 
at  2.30  pm 

Eighteenth,  Nineteenth  and 
Twentieth  Century 
Drawings  and  Watercolours 

Friday,  12th  September 
at  1 1  am 

English  Furniture,  rugs  and 
Carpets 

Tuesday,  16th  September 
at  11  am 

European  Ceramics 

Wednesday,  17th  September 
at  1 1  am 

Eighteenth,  Nineteenth  and 
Twentieth  Century  English 
and  Continental  Paintings 


Boston 

Mrs.  Patricia  Ward 

Sotheby  Parke  Bernet  Inc. 

232  Clarendon  Street,  Boston,  Mass.  021 16 
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Houston 

Miss  Flo  Crady 
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Rear  Admiral  J.  Templeton-Cotill,  C.B. 
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Telex:  64084 
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Wednesday,  17th  September 
at  11  am,  at  Belgravia 
English  Furniture,  Works  of 
Art,  European  Clocks  and 
Bronzes 

Thursday,  18th  September 
at  10.30  am,  at  Belgravia 
English  Ceramics 

Thursday,  18th  September 
at  1 1  am 

Fine  Old  Master  Engravings, 
Etchings  and  Woodcuts 

Thursday,  18th  September 
at  1 1  am 

English  and  Foreign  Silver 
and  Plate 

Friday,  19th  September 
at  1 1  am 

Fine  Chinese  Furniture, 
Continental  Furniture, 
Textiles,  Tapestries,  Rugs 
and  Carpets 

Monday,  22nd  September 
at  2.30  pm 

Russian  and  Greek  Icons 


GERMANY 

Dr.  Ernst  Bchrens 

Sotheby  Parke  Bernet 

( i.ilericstrasse  6a,  8  Munich  22 

'Telephone:  (89)  292252  &  (89)  297822 

Telex:  523443 
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Telegrams:  Abinitio,  Amsterdam 

Sotheby  Parke  Bernet  International  Office 

Secretary:  Carol  Bentindc 

98  Rokin,  Amsterdam  C 
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Telex:  13267 
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HONG  KONG 

John  Marr 

Sotheby  Parke  Bernet  (Hong  Kong)  Ltd. 
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IRAN 

I  arokh  Ettehadieh 
Sotheby  Parke  Bernet 
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Poleroomi,  Tehran,  Iran 
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Telex:  c/o  Intercontinental  Hotel, 

Telex:  212300,  Tehran 

ITALY 
Florence 

Carmen  Gronau  (Consultant) 

Sotheby's  of  London  s.r.l. 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence  50121 

Telephone:  (55)  570410 

Telegrams:  Abinitio,  Firenze 


Tuesday,  23rd  September 
at  11  am 

Oriental  Ceramics  and 
Works  of  Art 

Wednesday,  24th  September 
at  II  am 

Old  Master  Paintings 

Thursday,  25  th  September 
at  10.30  am 
Fine  Jewels 

Friday,  26th  September 
at  1 1  am 

Fine  English  Furniture, 
Needlework,  Rugs  and 
Carpets 

Monday,  29th  September 
at  10.30  am 
Fine  English  and 
Continental  Glass 

Tuesday,  30th  September 
at  10.30  am 

Good  English  Pottery 
and  Porcelain 

Tuesday,  30th  September 
at  1 1  am,  at  Belgravia 
Victorian  Paintings, 
Drawings  and  Watercoloui 


Milan 

Sotheby's  of  London  s.r.l. 

Via  Montenapoleone  3,  20121  Milan 

Telephone:  (2)  783907 

'Telegrams:  Abinitio,  Milan 

MONACO 

Dr.  S.  N.  Cristea 

Sotheby  Parke  Bernet  (Monaco)  S.A. 
Le  Panorama,  57  Rue  Grimaldi, 
Monte  Carlo.  Monaco 
Telephone:  (93)  308880 
Telex:  47471  SPB  MON 

SCANDINAVIA 

Rolf  Larson 

Sotheby  Parke  Bernet 

Arsenalsgatan  4,  Stockholm  1 1  47,  Swedei 

Telephone:  (8)  10147S  &  (8)  101479  4 

Telex:  17380  Forlun 

SOUTH  AFRICA 

Rcinhold  H.  Cassirer 

Sotheby  Parke  Bernet 

South  Africa  (Proprietary)  Ltd. 

P.O.  Box  31010,  Braamfontcin.  TohanneaB 

Telephone:  (II)  724  5967  &  (1 1)  724  6029 

Telex:  S-3636  SA 

Telegrams:  Abinitio,  Johannesburg 

SPAIN 

The  Marquis  de  Vilanant 
Sotheby  Parke  Bernet  de  Espana  S.A. 
Centro  Iberia  Mart-Primer  Planta 
Pedro  Teixeira  8,  Madrid  20 
Telephone:  (1)  455  2100  ext.  56 
Telegrams:  Abinitio,  Madrid 

SWITZERLAND 

Dr.  J.  G.  Wille  in  partnership  with 

Alfred  Schwarzenbach 

Sotheby  &  Co.  A.G. 

IS  Blcicherweg,  8022 Zurich 

Telephone:  (1)  250011  ■> 

Telex:  52380 

Telegrams:  Abinitio,  Zurich 


Fine  Queen  Anne  tankard  of  large  size. 
London  1705.  Maker  John  Fawdery.  Height  10". 
Weight  50-65  ozs. 

Engraved  with  the  arms  of  Coulthurst,  Gargrave,  co.  York. 
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S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  W1CA  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


CONNOISSEUR 


tor  Bevis  Hillier 

ify  Editor  William  Allan 

ary  Editor  Susan  Livingstone-Learmonth 

vial  Assistant  Briony  Llewellyn 

pie r  Trevor  Vincent 

isher  David  Da  vies 

date  Publisher  John  Jeffcott 

ctor  of  Cultural  Events]ohn  M.  Calabrini 

:tic  Director for  France  George  Salmann 

espondent for  Europe  Gerald  Schurr 

:tic  Director  for  the 

ral  Republic  of  Germany,  Switzerland 

Austria  Volkfried  Schuster 

espondent for  Portugal  Carlos  de  Azevedo 


September  1975       Volume  190  Number  763        (Founded  in  1901) 


Editorial  and 
Advertisement  Offices 
Chcstcrgate  House 
Vauxhall  Bridge  Road 
London  swiv  ihf 
Telephone 
01-8342331 
Telex  263879 
Natmag  Ldn 


American  Editor 
Joseph  T.  Butler 

635  South  Broadway 
Tarrytown 
New  York  10591 
Telephone 
914-63 1-9091 


Advertisement 
Director  in  the  USA 
Lawrence  A.  Ross 
224  West  57th  Street 
New  York  ny  100 19 
Telephone 
212  262-6518-9 
Telex  Conosur  66364 


The  Connoisseur, 
acquired  by 
William  Randolph 
Hearst  in  1927, 
is  published  monthly 
in  Great  Britain 
and  the  USA  by  The 
National  Magazine 
Company  Limited, 
England. 

Managing  Director 
Marcus  Morris 


torian  Studies 

2 

red  Stevens  and  the  School  of  Design 

EDWARD  MORRIS 

3 

nard  Palissy 

MALCOLM  HASLAM 

12 

vard  Holmes  Baldock.  Part  II 

GEOFFREY  DE  BELLAIGUE 

18 

isington  Lewis 

JOHN  CULME 

26 

Iton  Towers,  Yorkshire 

JOHN  ROBINSON 

42 

;  Hillingford  Saga 

F.  GORDON  ROE 

50 

lament  under  Glass 

JOHN  GLOAG 

56 

lerica 

JOSEPH  T.  BUTLER 

58 

ope 

GERALD  SCHURR 

62 

Dks 

64 

action 

67 

;rooms 

BRIONY  LLEWELLYN 

68 

try 

71 

lleries 

73 

The  National  Magazine  Company  Limited. 


dilation  Information. 

eat  Britain.  Single  copy  price  £1.25.  The 

nual  subscription  is  £  16.00  including  postage 

[7.50  including  postage  overseas)  which  may  be 

)ked  from  your  local  bookseller  or  remittance 

.  be  sent  direct  to  The  National  Magazine  Co. 

L,  Chestergate  House,  Vauxhall  Bridge  Road, 

idon  swiv  ihf.  Enquiries  regarding 

'scriptions  should  be  addressed  to 

e  Connoisseur  Subscription  Department, 

Armoury  Way,  London  swi8  iha 

-874  1 181),  to  where  notifications  of 

inge  of  address  should  also  be  sent  at  least 

3  5  weeks  before  publication.  The  Connoisseur 

istributed  by  The  National  Magazine 

itributors  Ltd. 


ABC 


U.S.A.  Single  copy  price  $5.00.  Subscription 
price  United  States  and  possessions  and  Canada 
$36.00  for  one  year  (12  issues),  $65.00  for  two 
years  (24  issues).  All  other  countries  $41.00 
for  one  year,  $75,00  for  two  years.  Single  copies 
may  be  obtained  by  sending  your  order  with 
remittance  to  the  New  York  Circulation  office. 
Subscription  orders  should  be  sent  to  the 
New  York  Circulation  office.  Notify  The 
Connoisseur  Subscription  Department, 
250  West  55th  Street,  New  York,  ny  10019, 
(Plaza  7-5020),  of  any  change  of  address  and 
give  the  old  address  as  well  as  the  new,  with  zip 
code  number.  Please  enclose  your  latest  address 
label  for  quicker  services  when  writing  about 
your  subscription. 


Early  consideration  will  be  given  to  mss.  accompanied 
by  suitable  photographs.  Although  due  care  is  taken, 
the  publishers  do  not  accept  responsibility  for 
mss.  or  photographs  which  must  be  submitted  at 
the  owner's  risk. 

The  Editor's  decision  is  final  in  all  editorial  matters. 
Second  class  postage  paid  at  New  York,  ny,  usa. 

Printed  in  Great  Britain. 

Copies  of  all  back  numbers  oj  The  Connoisseur 
up  to  1972,  and  Year  Booksfrom  1952  to  1963,  have 
been  produced  on  microfilm,  obtainable  from 
Micro  Methods,  East  Ardsley,  Wakefield, 
Yorkshire. 


1 


Victorian  Studies  I 

-! 


In  December  T974  we  suggested  that  a  number  of  important 
events,  in  both  the  academic  and  commercial  world,  had  helped 
in  tbe  long  overdue  business  of  eroding  the  largely  false  notion 
that  the  Victorian  era  was  lacking  in  the  artistic  and  imaginative 
triumphs  of  earlier,  more  familiar  centuries.  In  the  past  ten  months 
a  great  deal  has  happened  to  reinforce  our  earlier  strictures,  and  to 
remind  people  of  the  uncertain  touch  and  unreasonable 
expectations  which  so  often  bedevil  the  efforts  of  dedicated 
'Victorians'. 

Two  good  examples  of  this  confusion  arc  the  Hundred  Years  of 
the  Arts  section  at  the  Grosvcnor  House  Fair  in  June  and  the 
current  Liberty  exhibition  at  the  Victoria  and  Albert  Museum. 
This  exhibition  was  probably  conceived  four  or  five  years  ago ;  so 
much  work  has  been  done  on  late  Victorian  design  and  taste  since 
then  that  the  exhibition  now  looks  to  be  a  good  deal  less  significant 
than  it  must  have  done  originally.  We  now  know  that  Liberty  and 
Company  was  far  less  important  than  had  been  assumed,  with  the 
result  that  many  visitors  to  the  exhibition  are  going  to  come  away 
with  a  wrong  impression  of  the  range  and  influence  of  Liberty 
and  Company.  This  amply  demonstrates  the  difficulty  of  trying  to 
settle  on  still  points  in  the  turning  world  of  Victorian  studies; 
there  just  is  so  much  to  be  learned,  so  many  sources  to  turn  to,  and 
so  little  space  in  which  to  deploy  the  scholarly  findings  of  the  new 
generation  of  ardent  Victorians.  Publishers  can  no  longer  afford 
to  produce  huge,  comprehensively  illustrated  books  on  furniture 
or  ceramics,  and  expensive  exhibitions  (Liberty's  is  believed  to 
have  cost  almost  ^38,000)  like  the  Gothic  taste  display  at  Brighton, 
have  to  be  a  good  deal  better  organised  and  more  scholarly  than 
before,  because  there  is  less  likely  to  be  an  opportunity  for  a  repeat 
performance.  The  Grosvenor  House  Fair  was  a  flawed  success,  in 
that  no  one  actually  ran  amok  in  the  Hundred  Years  of  the  Arts; 
but  even  if  they  had,  scarcely  any  of  the  dealers  most  fruitfully 
involved  in  Victorian  studies  would  have  been  effected ;  they 
were  not  there.  One  reason  for  that  lamentable  fact  is  that  dealers 
of  the  calibre  of  Richard  Dennis  and  Michael  Whiteway  have  no 
need  to  jostle  with  the  crowds  in  the  heat  of  Mayfair;  they  know 
their  subject  and  their  clients,  and  now  have  a  recognised  and 
highly  important  place  in  the  study  of  the  nineteenth  century 
which  owes  nothing  to  the  tinsel  splendours  of  Grosvenor  House. 
Pace  the  gallant  organisers  of  the  Fair,  a  number  of  Victorian 
dealers  are  now  saying  openly  that  they  regret  the  new  section 
in  the  Fair  and  that  there  really  is  no  place  for  them  in  it.  This  is  not 
a  triumph  for  the  old  guard  who  never  wanted  them  there  in  the 
first  place;  it  is  simply  a  realistic  assessment  of  their  own  special  role. 


Two  other  factors  have  come  into  focus  as  a  result  of  the  mark; 
increase  in  the  number  of  important  items  of  furniture  which  hav, 
come  up  for  sale  in  the  past  season  -  witness  the  saleroom  pages  at 
the  end  of  this  issue.  One  is  the  difficulty  which  owners  of 
important  Victorian  houses  face  when  confronted  by  the  problen 
of  caring  for  and  living  with  the  original  furnishings.  Most  pieces 
of  late  Victorian  furniture  are  reckoned  to  be  ugly  and  impractica 
by  present  day  standards,  and  to  all  but  the  most  rigorous 
Victorians  it  does  seem  hard  on  a  joyful  young  couple  to  condemi 
them  to  live  and  entertain  among  the  sober  relics  of  their  great 
grandfathers'  day.  But  viewed  from  a  scholars  standpoint,  it  is 
heartrending  to  have  to  see  a  fine  house  parted  from  the  objects 
which  were  designed  or  collected  to  go  in  it.  Museums  cannot 
cope  with  large  numbers  of  complete  rooms  and  private  buyers 
and  dealers  can  only  account  for  some  of  the  individual  items.  As 
in  the  case  of  the  Blackmore  sale  at  Sotheby's  Belgravia  in  May, 
the  inevitable  dispersal  of  a  coherent  and  valuable  collection  is  a 
tragedy  for  scholarship,  though  no  doubt  a  blessing  to  the  vendor. 

The  other  factor  which  arises  out  of  this  problem  of  learning  to 
live  with  our  Victorian,  as  with  our  Georgian  past,  concerns  the 
scale  and  quality  of  conservation  and  restoration.  It  is  not  enough 
to  follow  the  archaic  notion  of 'taste'  and  'flair'  as  practised  with 
such  indiscriminating  vigour  by  John  Fowler;  it  is  essential  to 
gather  more  precise  information  about  interior  decoration  and 
room  arrangement,  for  the  middle  part  of  Victoria's  reign 
especially.  In  this  connection  the  recent  work  of  the  Victorian 
Society,  now  happily  ensconced  in  its  new  home  in  Bedford  Par 
has  been  especially  valuable;  the  Society  held  its  first  summer 
school  for  American  enthusiasts,  and  the  results  were  very 
pleasing.  In  some  ways  it  looks  as  though  the  Americans  are 
adopting  a  more  sensible  attitude  to  nineteenth-century  buildings 
than  we  are.  The  American  Victorian  Society  and  the  Philadelphia 
Athenaeum  have  set  up  a  centre  for  the  study  of  restoration 
problems,  and  their  first  publication,  edited  by  Sam  Dornsife,  will 
be  a  reprint  of  a  massive  book  of  nineteenth-century  paint  colours, 
many  of  them  still  available  through  the  firm  which  originally 
made  them.  We  have  seen  nothing  like  this  yet  on  our  side  of  the 
Atlantic,  although  Michael  Whiteway's  experiment  in  reprinting 
a  number  of  original  wallpaper  designs  may  be  a  symptom  of 
growing  courage  in  this  respect.  Overall,  this  has  been  a  prolific 
and  important  year  for  students  of  Victoria's  reign,  and  we  are 
unreservedly  glad  that  more  recognition  is  being  paid  to  the  work 
of  long  neglected  designers,  painters  and  architects  who 
contributed  so  much  to  what  is  familiar  in  our  towns  and  cities. 
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Alfred  Stevens'  brief  spell  teaching  at  the  School  of  Design  in  Somerset  House  was  a  turning- 
point  in  his  career.  Edward  Morris  here  postulates  that  'It  was  the  suddenness  of  his  switch 
from  the  fine  to  the  applied  arts  that  explained,  if  it  did  not  justify,  his  artistic  theory,  not  his 
artistic  theory  that  justified  the  switch';  for  before  1845,  when  he  took  the  appointment, 
Stevens  was  not  notable  as  a  designer.  Mr.  Morris  believes  that  'the  sources  of  his  style  are  to 
be  found  in  the  demands  made  upon  him  by  a  sudden  and  probably  bitter  descent  to  the 
applied  arts  in  1845'.  The  pupil  of  Thorwaldsen  turned  to  ornament. 


ALFRED  STEVENS 

AND  THE  SCHOOL  OF  DESICxN 

Edward  Morris 


IT  has  long  been  held  that  Alfred  Stevens'  two  years 
as  an  assistant  master  at  the  School  of  Design  in 
Somerset  House  (1845-T847)  was  a  fruitless  and 
insignificant  episode  in  his  career;  by  1845,  die  date 
of  his  appointment,  it  is  generally  believed,  he  was 
already  a  proficient  ornamcntalist  who  might  be  able 
to  impart  to,  but  could  certainly  learn  nothing  from, 
the  School  of  Design. 1  It  can  however  be  shown  that 
until  1845  Stevens  had  neither  practised  design  nor 
ornament  nor  had  shown  any  inclination  towards 
them;  that  he  had  stuck  consistently  to  the  higher  arts 
of  sculpture,  painting  and  architecture;  that  only 
poverty2  induced  him  to  leave  them  for  ornament; 
that  his  two  years  at  the  School  of  Design  were  a  deci- 
sive turning  point  in  his  career. 

The  disparagement  of  the  School  of  Design  as  an 
influence  on  his  career  can  be  traced  back  to  Stevens 
himself,  whose  accuracy  in  matters  of  opinion  at  this 
time  -  and  even  of  matters  of  fact  -  was  that  of  a  self- 
confessed  failure  reluctant  to  admit  it  publicly.  'I  don't 
think  I  can  expect  too  much  from  it',  he  wrote  to 
Alfred  Pegler  on  his  appointment.3  On  his  dismissal, 
he  wrote  to  the  same  friend :  'I  have  as  you  may  have 
heard  just  given  up  my  place  at  Somerset  House  -  not 
before  I  was  heartily  sick  of  it'.4  When  asked  for  his 
advice  about  how  the  School  of  Design  could  be  im- 
proved he  could  only  suggest  that  the  hours  of  the  staff 
might  be  reduced.5  Stannus,  Stevens'  biographer, 
passed  over  his  appointment  to  the  School  of  Design 
without  comment.  To  have  to  take  a  job  at  the  School 
of  Design  because  one  could  not  afford  to  remain  an 
artist  -  because  one  was  a  member  of  the  artistic  prole- 
tariat created  by  the  Academy  -  was  humiliating.  His 
secession  from  fine  art  was  not  forgiven.  The  Art Journal, 
which  had  supported  Stevens  until  he  started  design- 
ing, claimed  in  its  obituary  (1875)  to  have  hardly  heard 
of  him.6  The  Royal  Academy  gave  him  no  recognition 
until  after  his  death.  His  success  in  the  Wellington 
Monument  Competition  was  universally  deplored. 


Here  was  an  ornamcntalist  trying  to  rise  above  his 
station,  unpardonable  before  the  Arts  and  Crafts  Move- 
ment, before  the  moral  and  aesthetic  aspects  of  the 
division  of  labour  came  under  serious  attack.  The 
Athenaeum,  the  upholder  of  fine  art,  wrote  in  1865 
about  the  absence  of  apparent  progress  with  that 
monument:  'Rumour  says  that  the  artist  has  designed  a 
legion  of  tea  pots,  an  army  of  knives,  forks,  spoons 
(No.  1),  fenders,  fire  irons  and  the  like  for  Sheffield 
manufacturers  and  invented  much  hardware  in 
general'.  Only  the  more  mundane  Builder  supported 
Stevens.  It  may  be  that  Stevens'  romantic  'fine-art' 
character:  dilatory,  solitary,  silent,  unbusiness-like, 
over-fastidious,  impenetrable,  recorded  by  his  friends, 
was  over-compensation  for  this  early  apostasy.  If 
Stevens  had  to  be  a  designer,  he  had  to  have  been 
one  all  along,  not  to  have  acquired  a  profession 
from  teaching  it  before  he  had  practised  it.  K.  R. 
Towndrow,  without  apparent  evidence,  attributes 
unsuccessful  furniture  designs  to  Stevens  after  his 
return  from  Italy  in  1842,  but  before  he  joined  the 
School  of  Design.  But  the  only  dateable  unrecorded 
furniture  designs  in  the  Walker  Art  Gallery,  Liverpool, 
are  on  paper  watermarked  1849,  two  years  after 
Stevens  had  left  the  School  of  Design,  and  the  furni- 
ture designs  in  the  Royal  Institute  of  British  Architects 
are  on  paper  watermarked  1846,  the  year  after  he  went 
there.  In  Italy  too  he  is  supposed  to  have  studied 
ornament;7  there  however  his  principal  study  was 
sculpture,  although  in  Florence  he  may  have  studied 
with  Giuseppe  Bezzuoli,  a  history  painter.  He  worked 
in  Thorwaldscn's  studio.  Miss  Florence  Morris-Moore, 
whose  father,  J.  Morris-Moore,  the  art  critic,  Stevens 
knew  in  Italy,  told  Stannus  that  as  far  as  she  knew 
Stevens  was  studying  sculpture  in  Italy.8  Stevens  in- 
deed would  accept  no  other  master  but  Thorwaldsen 
and  his  work  at  Chettle  is  copied  from  Thorwaldsen.9 
Stannus  stated  that  Stevens  went  to  Milan  to  study 
ornament  and  decoration  under  Fcrdinando  Albertolli 
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jjl  1839.  This  is  quite  possible  since  Fcrdinando 
M  crtolli  is  listed  as  Professor  d'Ornato  at  the  Accadc- 
di  Belli  Arti  in  Milan  from  1812  to  184410  and 
ainly  was  teaching  there  from  1834  to  1844.11  But 
mus'  information  seems  to  derive  from  an  crronc- 
letter  to  him  from  Henry  Hoyles  stating  that 
/ens   studied   under   an    unspecified,  mythical 
crtolli   who   was    director   of  the  Florentine 
demy12  and  it  is  possible  that  Stannus  invented  the 
■ney  to  Milan  to  make  sense  of  Hoyles'  letter.  The 
Jth  of  material   on   Stevens   accumulated  by 
inus  in  the  1890s  suggests  that  he  did  not  decide  to 
te  Ins  biography  until  Stevens  was  dead  and  that  he 
;d  little  on  material  from  Stevens  himself.  In  Ins 
c  lencc  before  the  1847  Special  Committee  to  Report  on 
t,  Course  of  Instruction  and  Management  of  the  School  of 
1  ign,  Stevens  emphasised,  even  contradicting  J.  C. 
I  rsley  on  tins,  that  no  special  training  in  ornament  or 
c  ign  was  given  at  the  Florentine  Academy  where  he 
s  lied  in  Italy.13  He  also  categorically  denied  that  he 
}  .  ever  worked  for  manufacturers  or  made  designs 
f  them  before  1 8  46. 14 
itevens'  short  spell  at  the  School  of  Design  set  him 
as  a  well-known  designer.  There  he  taught  Young 
]  tchell  who  invited  him  to  Sheffield  to  design  for 
]  ole  and  Wostenholm.  His  hunting  knife  designs  for 
1  Dstenholm  (No.  3)  at  the  Great  Exhibition  gained 
1  a  favourable  mention  from  Matthew  Digby 
"  yatt  in  his  'Industrial  Arts  of  the  19th  Century  at 
1    Great  Exhibition'.  Within  the  entire  staff  and 
(  uncil  of  the  School  of  Design,  Stevens  and  C.  R. 
m  ckerell  were  the  only  unreserved  supports  of  C.  H. 
1  ilson,  the  director.  This  alliance  with  Cockercll  may 
]  7t  gained  Stevens  commissions  from  Cockerell  for 
I  :  plates  of  Lincoln  Cathedral  and  for  work  at  St. 
orge's  Hall,  Liverpool,  as  well  as  Cockerell's  sup- 
rt  in  the  Wellington  Monument  Competition. 
)m  his  job  at  the  Government  School  of  Design 
:vens  may  have  obtained  the  Government  Com- 
ssion  for  the  doors  of  the  Jermyn  Street  Museum  of 
ology  (No.  2).  The  commission  was  given  him  in 
4.6,15  the  year  after  he  joined  the  School  of  Design. 
*ortly  after  his  appointment  he  received  a  commis- 
n  from  the  Prime  Minister,  Sir  Robert  Peel,  for 
ne  decoration.16 

The  most  cogent  evidence  of  Stevens'  interests  in 
ly  lies  in  Ins  surviving  copies  and  sketch  books. 
)pies  of  trecento  and  quattrocento  frescoes,  of 
dlenistic  sculpture,  of  the  work  of  Andrea  del  Sarto 
d  of  Raphael  survive  (No.  5). 17  Copies  in  oil  after 
tian  are  common  (No.  4).  There  are  architectural 
awings  after  Florentine  palaces  and  many  picturesque 
d  genre  sketches  (No.  6). 18  But  there  are  virtually  no 
stches  of  ornament  or  decoration  except  as  a  part  of 
:hitectural  sketches.  Possible  exceptions  are  at  the 
)yal  Institute  of  British  Architects,  three  tiny  juvenile 
etches  done  in  England  before  1833.  Old  book  plates 
his  father's  books  fascinated  him  as  a  boy.  Brian 


4.  Alfred  Stevens.  Copy  after  Titian's  Assumption  of  the 
Virgin,  c.  1833-1842.  Walker  Art  Gallery,  Liverpool  (1901). 
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omas  owns  a  scrapbook  with  ornamental  sketches; 
ne  may  date  from  before  Stevens'  appointment  at 

-  School  of  Design;  the  only  two  which  arc  dateable 
vc  watermarks  of  1843  and  1846  -  after  his  return 
im  Italy.  There  are  copies  by  Stevens  ot  the  decora- 
OS  of  the  Vatican  loggie,19  but  they  arc  on  paper 
itermarked  1853  and  arc  presumably  connected  with 

-  Italian  court  for  the  Sydenham  Crystal  Palace 
154).  On  his  return  to  England  in  1842,  the  evidence 

his  surviving  works  indicates  that  he  remained 
crested  in  the  fine  arts,  not  the  applied  arts,  until 
45  when  he  joined  the  School  of  Design.  Henry 
>yles  told  Stannus  that:  'On  his  return  from  Italy  he 
aimenced  a  grand  historical  picture  and  it  was  sup- 
sed  to  be  his  chief  concern  until  the  Bronze  Doors' 
(45-1 850). 20  This  may  refer  to  a  lost  Brazen  Serpent. 
iVCDS  contributed  a  lost  Expulsion  oj  Sin  and  Rebellion 
111  Heaven  (Paradise  Lost)  for  the  1843  Houses  of 
rliament  Competition21  and  a  Richard  III  for  the 
44  Competition;  he  also  projected  a  Murder  oj  the 
mces.22  He  began  his  Parmigianino  painting  the  I  'ision 
St.  Jerome  during  the  Sack  of  Rome  (No.  7).  It  is  clear 
mi  the  surviving  drawings  and  photographs  (mainly 
the   Tate    Gallery    and    Fitzwilliam  Museum, 
inibridge),  as  well  as  from  their  subjects,  that  these 
intings  owed  everything  to  English  romanticism, 
thing  to  Italian  classicism,  although  Stevens  had  only 
;t  left  Italy.  It  may  be  argued  that  since  Stevens  be- 
ved  that  the  human  figure  and  indeed  a  pictorial 
proach  are  common  both  to  the  fine  and  applied  arts, 
nccntration  on  either  need  not  imply  exclusion  of 
j  other;  he  never  saw  design  as  a  separate  science 
Hn  art:  in  his  evidence  before  the  Committee  of  the 
nincil  to  Report  on  tfie  Course  of  Instruction  and  Manage- 
'nt  of  the  Sclwol  of  Design  he  states  that  no  special 
lining  need  be  given  to  a  trained  artist  to  make  him 
to  a  good  designer.23  But  Stevens'  observations  are 
ually  merely  opportunist  and  later  he  was  to  insist, 
ferring  to  the  commission  for  the  Wellington 
emorial  Competition  that  'they  must  give  it  to  me, 
>  one  else  knows  anything  about  ornament',24  thus 
stinctly  implying  that  only  a  trained  ornamentist 
1'uld  handle  ornament,  that  the  fine  and  applied  arts 
ere  not  merely  two  sides  of  the  same  coin,  and  that 
move  from  one  to  the  other  was  a  decisive  change  in 
ic's  career. 

It  was  of  course  traditional  at  the  School  of  Design 
r  painters,  sculptors  and  architects  to  teach,  rather 
an  designers  or  ornamentists ;  it  was  a  'normal' 
hool.  It  is  therefore  not  particularly  surprising  that 
evens  was  appointed  without  any  experience  or 
iowledge  of  design.  Nonetheless  since  his  appoint- 
ed was  a  turning  point  in  his  career,  it  would  be  of 
msiderable  interest  to  know  how  an  artist  of  such 
Kcurity  in  1845  obtained  it.  Even  by  1847  the  Art 
nwn  could  not  spell  his  name  correctly.  George 
^allis  believed  that  Stevens  had  been  personally 
commended  to  the  Director,  C.  H.  Wilson.25  Tlie 


7.  Alfred  Stevens.  Study  for  Parmigianino  painting  the 
Vision  of  St.  Jerome,  1844.  Walker  Art  Gallery,  Liverpool  (1826). 

8.  Alfred  Stevens.  Study  for  Apollo,  Small  drawing  room, 
Deysbrook  House,  1847. 

Walker  Art  Gallery,  Liverpool  ( 1837). 
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Spectator  also  thought  that  Stevens  was  a  personal 
friend  of  the  Director.  In  1842  C.  H.  Wilson  was 
asked  to  go  to  Italy  to  make  a  report  on  fresco  painting 
for  the  Commission  to  decorate  the  New  Houses  of 
Parliament.  He  may  have  obtained  advice  from 
Stevens  who  had  copied  many  frescoes  in  Italy  and 
whose  frescoes  in  the  Houses  of  Parliament  Competi- 
tions had  been  generally  praised.  The  Art  Union  com- 
mented on  Stevens'  appointment:  'Mr.  Alfred  Stevens, 
an  artist  of  high  ability  whose  fresco  in  the  late 
exhibition  excited  general  applause,  has  been  appointed 
master  in  the  classes  for  ornament  and  architectural  and 
perspective  drawing'.26  C.  H.  Wilson  had  travelled  in 
Italy  with  his  father,  Andrew  Wilson,  in  the  early 
1830s  and  may  have  met  Stevens  there.  In  the  disputes 
in  the  School  of  Design  in  1 846-1 847  Stevens  and 
Lejeune  alone  stood  unreservedly  by  the  Director.27  A 
close  connection  with  Wilson  could  also  explain  how 
Stevens  obtained  the  Government's  commission  for 
the  bronze  doors  of  the  Jermyn  Street  Museum  of 
Economic  Geology.  Cockercll  and  Pennethorne,  the 
architects,  obtained  this  commission  for  him,  and 
Cockcrell  alone  on  the  Council  of  the  School  of 
Design  supported  Wilson  over  the  report  of  the 
Special  Committee.  Tins  special  personal  connection 
with  C.  H.  Wilson  may  also  be  behind  a  curious 
observation  by  C.  H.  Wilson  made  to  the  1 846-1 847 
Special  Committee:  'If  our  masters  were  ornament- 
ists  then  I  see  very  little  doubt  upon  the  subject;  but 
they  are  not  ornamentists  with  the  exception  of  Mr. 
Stevens'.  To  Cockercll's  point-blank  question  to  all  the 
staff  of  the  School  of  Design  before  the  same  Commit- 
tee asking  them  if  they  had  worked  for  manufacturers, 
H.  J.  Tt  -vnsend  and  C.  J.  Richardson  said  they  had; 
Stevens  ?aid  hVhad  not.28  In  1849  C.  J.  Richardson 
published  his  Studies  of  Ornamental  Design  which  was 
favourably  1  eived  by  the  Athenaeum.  Townscnd 
designed  beer  mugs  and  glasses  for  Felix  Summerly. 
In  1845  Horsley  had  designed  the  first  Christmas  card 
for  Felix  Summerly  and  was  notable  as  an  illustrator 
of  children's  books.  Far  from  being  the  only  orna- 
mentist  at  the  School  Stevens  was  the  one  master  there 
in  1846  who  was  not  an  ornamentist.  Only  Wilson's 
partiality  for  the  man  he  knew  and  who  defended  him 
can  explain  his  outrageous  remark.  Since  Wilson  had 
set  up  Stevens  as  the  ornamentist  at  the  School  of 
Design  to  defeat  the  attempts  of  the  real  ornamentists, 
Townsend,  Richardson  and  Horsley,  to  unseat  him  as 
the  man  who  had  failed  to  teach  ornament,  little  cred- 
ence can  be  given  to  Stevens'  statement  that  he  studied 
at  the  Florentine  Academy  'with  a  view  to  ornamental 
design  almost  altogether'.29  Stevens  at  the  Morning 
School  would  anyway  teach  the  less  advanced, 
younger  pupils  and  the  amateurs  who  did  not  need  to 
work  for  a  living;  if  ornament  was  taught  at  all  at  the 
School  of  Design  it  certainly  was  not  taught  there. 
However,  if  it  can  be  accepted  that  Stevens'  artistic 
theory  was  largely  opportunistic  and  that  at  the  School 


of  Design  he  was  simply  an  ornamentist  malgre  lui,  the 
genesis  of  the  grand  idea  expressed  on  his  entry  for  the 
Wellington  Monument  Competitions:  'I  know  but 
one  Art',  can  now  be  more  closely  seen.  Only  by 
asserting  that  the  fine  and  applied  arts  are  one  could  an 
ordinary  romantic  artist  of  the  1840s  become  the 
ornamentist  of  the  School  of  Design  within  a  year. 
Only  by  asserting  the  primacy  of  the  human  form  in 
decoration  could  a  painter  suddenly  become  a  decora- 
tor. At  Deysbrook,  Dorchester  House  and  St.  Paul's 
Cathedral,  Stevens'  great  decorative  commissions,  of 
which  only  Deysbrook  was  ever  executed,  the  human 
figure  remains  dominant  (No.  8).  It  was  the  suddenness 
of  his  switch  from  the  fme  to  the  applied  arts  that  ex- 
plained, if  it  did  not  justify,  Ins  artistic  theory,  not  Ins 
artistic  theory  that  justified  the  switch;  otherwise  why 
are  there  no  designs  before  1845?  Stevens'  dilemma  wTas 
that  of  the  School  of  Design  in  general.  A  subscriber 
wrote  to  the  Art  Union  in  1847  to  state  that  design 
would  never  be  taught  there  until  'second  rate  painters 
of  pictures  are  no  longer  appointed'.30  He  was  right, 
unless  design  was  equated  with  picture-painting  (often 
second  rate).  It  is  futile  to  describe  the  sources  of 
Stevens'  style  as  simply  his  early  ten  years  in  Italy; 
notoriously,  artists  (at  least  by  the  1830s)  could  find 
what  they  wanted  in  Italy  and  there  Stevens  found 
Titian,  Thorwaldsen,  Andrea  del  Sarto,  Orcagna,  but 
not  Michelangelo.  Rather  the  sources  of  his  style  are  to 
be  found  in  the  demands  made  upon  him  by  a  sudden 
and  probably  bitter  descent  to  the  applied  arts  in  1845. 

Certain  more  positive  indications  of  Stevens'  sources 
can  be  found  at  the  School  of  Design.  Art  instruction 
in  England  in  particular  since  Reynolds,  and  in 
Academics  and  Schools  generally,  inevitably  had  a 
classical  bias  and  Stevens'  classicism  may  have  involved 
in  part  loyalty  to  the  very  principles  he  had  taught  at 
the  School  of  Design.  Drawings  or  engravings  of 
decorations  from  Pompeii  were  certainly  there  as 
models  for  the  students;  Stevens  did  not  join  in 
Townsend's  and  Horslcy's  condemnation  of  them.31 
The  playful,  frivolous  'Pompeian'  decorations  at 
Deysbrook  (1847)  niay  owe  their  origin  to  them. 
Ghiberti's  Bapistry  Doors  existed  as  casts  in  die  School 
of  Design  by  1847  and  they  are  the  obvious  models 
for  Stevens'  projected  doors  for  the  Geological 
Museum  in  Jermyn  Street.  The  general  conclusion  that 
design  was  not  taught  at  the  School  of  Design  and  that 
the  School  had  no  effect  on  design  makes  it  difficult  to 
discover  what  else  Stevens  might  have  learnt  there.  But 
in  1849  C.  J.  Richardson,  a  colleague  of  Stevens  there, 
published  his  Studies  of  Ornamental  Design  and  in  1848 
Lewis  Gruner's  Ornamental  Designs  for  Decoration  and 
Manufacture  were  published  'under  die  Authority  of 
the  Council  of  Government  School  of  Design'  as  the 
Drawing  Book  of  the  School  of  Design;  presumably 
these  books  reflected  taste  at  the  School  of  Design  in 
the  1 840s.  The  Atlienacum  in  its  review  stated  that  the 
Council  of  the  School  of  Design  had  a  right  of  veto  in 
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10.  Alfred  Stevens.  One  of  the  Mirrors  from 
Dorchester  House,  London,  c.  i860. 

Walker  Art  Cattery,  Liverpool. 

1 1.  Alfred  Stevens.  Study  for  an  ornamental  border 
foraBible,c.  1846-1853. 

Walker  Art  Gallery,  Liverpool  ( 7112). 


the  selection  of  the  plates  in  Gruner's  book. 

books  are  extremely  eclectic  but  Stevens'  prefer 

for  a  rich  Renaissance  classicism,  rather  than  ro 

Louis  Quitize,  in  his  Hoole  fireplaces  ma}"  owe  so! 

thing  to  Gruner's  many  Renaissance  chromoiiil 

graphs.  Much  of  Stevens'  Deysbrook  decorations* 

close  to  Gruner's  excerpts  from  Giulio  Romano's 

Pcrino  del  Vaga's  decorative  schemes  (plates  77-7<p 

well  as  to  the  Pompeian  decorations  which  also  apj 

(plates  35-36).  Plate  80  of  Gruner's  book  is  the  ceil 

of  the  Stanza  della  Segnatura  which  Stevens  wal 

copy  for  the  Italian  Court  of  the  Sydenham  CryM 

Palace  1854.  Plate  5  has  richly  chased  scabbards  |c, 

sheaths  not  far  from  those  Stevens  was  to  design* 

Wostcnholm's  South  American  market  for  the  Gljt 

f 

Exhibition  (No.  3).  C.  J.  Richardson's  work  refl« 
his  importance  in  the  'jacobethan'  revival.  Fireplacejfc 
Aston  Hall  and  a  ceiling  at  Blickling  Hall  appear.  F: 
English  art  of  this  period  -  or  from  their  Italian  pr 
types,  Stevens  got  the  idea  for  his  Wellington  Mo 
ment  and  Dorchester  House  Furnishings  (Nos.  9  ;jc 
10).  Stannus  states  that  it  was  English  printed  bookwl 
the  sixteenth  and  seventeenth  centuries  that  StevH 
used  for  his  projected  Bible  illustrations,  begun  inlr 
soon  after  1845,32  the  year  he  joined  the  Schools 
Design.  Their  decorated  borders  and  initial  lettl, 
influenced  by  the  School  of  Design,  are  a  far  remfH 
from  the  Flaxmanesque  purity  of  his  earlier  Iliad  M\ 
Odyssey    illustrations    (No.    n).33    The    pupil  f  1 
Thorwaldsen  had  turned  to  ornament.  It  was  perhfl 
the  greatest  achievement  of  the  School  of  Design. 

Just  as  Ruskin  defended  Turner  against  Victor*: 
indifference,  so  but  with  far  more  provocation,  cE 
Legros,  Stannus,  Holroyd,  MacColl  and  TowndnB 
defend  Stevens;  when  the  enemy  ceased  to  be  VB 
torian  philistinian  and  snobbery,  it  was  modernism. | 
1877  the  contents  of  Ins  entire  studio,  about  one  thel 
sand  items,  fetched  less  than  ^500.  By  1910  Stanrl 
had  written  a  biography  of  him,  written  and  versifil 
rather  like  the  Bible  and  his  name  appeared  in  the  i| 
ventories  of  the  National  Gallery  and  the  Victoria  ail 
Albert  Museum  with  more  frequency  than  that  of  aii 
other  artist  but  Turner.  Then  Roger  Fry  refer™ 
slightingly  to  the  'conscious  stylistic  borrowings  I 
Alfred  Stevens'34  and  R.  H.  Wilenski  described  himi 
a  mere  plagiarist  of  Michelangelo;35  'Stevens'  Roonl 
went  down  to  art  galleries'  cellars;  Liverpool,  n| 
London,  started  to  collect  Stevens;36  and  K.  1 
Towndrow  portrayed  Stevens  as  another  Parmigiaa 
ino  surveying,  impassive,  inflexible  and  unmoved,  til 
Sack  of  Rome,  the  role  in  which  Stevens  no  doubt  sal 
himself,  when  he  painted  that  picture. 

Stevens'  greatness  will  only  re-emerge  if  he  is  seel 
critically,  not  as  an  Italianate  or  as  a  man  of  the  Renai 
sance,  but  as  a  peculiarly  English  nineteenth  century  ( 
'Romantic  Classical'  artist  whose  function  it  was,  ; 
Stannus  justly  saw  -  'to  purify,  develop  and  exalt  01 
peculiarly  modern  or  Victorian  style'.37 
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12.  Alfred  Stevens.  Desk.  Walker  Art  Gallery,  Liverpool. 


NOTES 

1.  Quentm  Bell,  'The  School  of  Design',  1963,  p.  179. 
K.  R.  Towndrow  'Alfred  Stevens',  1939,  pp.  64-67. 
Towndrow  evaluates  the  influence  of  Stevens  on  the 
School  of  Design  but  not  the  much  more  significant 
influence  of  the  School  of  Design  011  Stevens;  he  saw  the 
School  of  Design  as  merely  a  source  of  commissions  for 
Stevens.  But  as  D.  S.  MacColl,  'Nineteenth  Century  Art', 
1902,  p.  1 16,  rightly  implies  that  Stevens  was  a  reluctant 
refugee  from  the  tine  arts. 

2.  Hugh  Stannus,  'Alfred  Stevens  and  his  Work',  1891,  p.  6; 
K.  R.  Towndrow,  op.  cit.,  pp.  60-61.  Stannus  described 
Stevens'  work  for  Henry  Hoole  of  1850  as  pot-boilers 
(The  Art  Workers  Quarterly,  1904,  p.  51). 

3.  K.  R.  Towndrow,  op.  cit.,  p.  30.  He  is  exonerated 
unconvincmgly  by  Quentin  Bell.  op.  cit.,  p.  190  note. 

4.  Hugh  Stannus,  op.  cit.,  p.  7. 

5.  Report  of  a  Special  Committee  of  the  Council  of  the 
Government  School  Design,  1847,  appendix  p.  85 
(hereafter  referred  to  as  Special  Committee,  1 S47). 

6.  Art  Journal  1875,  p.  232. 

7.  Hugh  Stannus,  op.  cit.,  p.  4. 

8.  Stannus  mss,  Royal  Institute  of  British  Architects,  letter 
from  Miss  Florence  Morris-Moore  to  Alphonse  Legros, 
5  November,  1 890. 

9.  K.  R.  Towndrow,  op.  cit.,  p.  51. 

10.  Antonio  Caimi,  'L'Accademia  di  Belli  Arti  in  Milano', 
1873,  p.  25. 

1 1 .  Letter  from  Professor  Guido  Ballo;  he  has  also  kindly 
informed  that  there  are  no  records  .it  the  Milan  Academy 
to  suggest  that  Stevens  was  ever  there. 

12.  Stannus  mss,  letter  from  Henry  Hoylcs  to  Hugh  Stannus 
1  July,  1890.  No  Albertolli  was  Director  of  the 
Florentine  Academy  in  the  nineteenth  century. 

13.  Special  Committee,  1847,  pp.  54-5. 

14.  Special  Committee,  1847,  p.  47. 

15.  Hugh  Stannus,  op.  cit.,  p.  10. 

16.  Hugh  Stannus,  op.  cit.,  p.  7. 

17.  Mainly  in  the  Walker  Art  Gallery.  Liverpool  and  the 
British  Museum. 

18.  Mainly  in  the  rib  A,  Victoria  and  Albert  Museum 

E  2471-2479  (-19I I ),  E  2551-2559  (-191 1),  E  2677-2681 

(-191 1),  E  2805-2812  (-191 1)  and  in  the  possession  of 
Mr.  G.  Warner  Allen  see  also  J.  Morris-Moore  Junr. 
'Notes  on  Alfred  Stevens',  Art  Journal,  1903,  pp.  340  ff. 


19.  In  the  Royal  Institute  of  British  Architects. 

20.  Stannus  mss,  letter  from  Henry  Hoyles  to  Hugh  Stannus, 
22  January,  1891. 

21.  Copies  by  Reuben  Townroe  of  preliminary  drawings  for 
the  Expulsion  of  Sin  and  Rebellion  from  Heaven  are  in  the 
Victoria  and  Albert  Museum  e  2813-2816  (-1911).  The 
Art  Union,  1843,  p.  210  lists  this  painting  by  Stevens  at 
Westminster  Hall  (No.  53). 

22.  Fitzwilliam  Museum,  Cambridge,  2187  Sketch  Book 
(13-14).  A  photograph  of  the  Richard  m,  Act  IV.  Scene  4 
now  lost,  is  in  the  Stannus  mss. 

23.  Special  Committee,  p.  85. 

24.  Stannus  mss,  undated  note  by  G.  C.  Eaton,  published  by 
D.  S.  MacColl,  'A  Portrait  by  Alfred  Stevens'. 
Burlington  Magazine,  Vol.  20,  1912.  p.  209. 

25.  Stannus  mss,  riba  undated,  note. 

26.  The  Art  Union,  1845,  p.  349. 

27.  Special  Committee,  p.  85  and  the  Art  Union  1847,  p.  415. 

28.  Special  Committee,  p.  47. 

29.  Special  Committee,  p.  85. 

30.  The  Art  Union,  1847,  pp.  395-6. 

3 1 .  Special  Committee,  p.  46. 

32.  Drawings  for  the  Bible  Illustrations  are  111  the  Walker 
Art  Gallery,  Liverpool,  the  Fitzwilliam  Museum, 
Cambridge,  etc.  See  Edward  Morris  'Alfred  Stevens' 
Bible  Illustrations',  Annual  Report  and  Bulletin  of  the 
Walker  Art  Gallery,  Vol.  1,  1970-1971,  pp.  38  ff. 

33.  Mainly  in  the  Ashmolean  Museum,  Oxford. 

34.  Roger  Fry,  'Transformations',  1926,  p.  151. 

35.  R.  H.  Wilenski,  'The  Modern  Movement  in  Art',  1972, 
pp.63  and  93. 

36.  The  Connoisseur  was  edited  from  Stevens'  own  desk 
designed  by  himself  (now  in  the  Walker  Art  Gallery, 
see  No.  14)  and  he  was  used  by  that  periodical  in  their 
attack  on  modernisation  -  sec  particularly  A.  Bury, 
'Drawings  by  Alfred  Stevens  in  the  Collection  of  Mr. 
Alfred  Drury',  The  Connoisseur,  1943,  c  x  1,  pp.  85  ff. 
Sometime  after  Stevens'  death  the  desk  was  acquired  by 
John  Singer  Sargent,  it  was  in  Sargent's  sale  at  his  death 
and  was  used  by  H.  Granville  Fell,  editor  of 

The  Connoisseur. 

37.  Hugh  Stannus,  op.  cit.,  p.  34. 
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Throughout  the  nineteenth  century  French  and  English  ceramics  were  influenced  by  the  \vB 
of  Bernard  Palissy  (1510-1590).  An  examination  of  Palissy' s  original  styles  and  the  ninetee 
century  derivatives  reveals  much  about  artistic  attitudes  to  the  relics  of  Mediaeval  and 
aissance  Europe. 
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Malcolm  Haslain 


Throughout  most  of  the  nineteenth  century, 
French  and  English  ceramists  were  influenced 
by  the  work  of  Bernard  Palissy  (1510-1590). 
Some  imitated  the  Mannerist  grotesquerics  of  his  rustic 
style;  others  copied  his  more  formal  creations  inspired 
by  the  Classicism  of  the  French  Renaissance.  Chemists 
at  Sevres  and  Stoke  emulated  the  brilliant  colours  of 
his  translucent  glazes;  to  artist-potters,  the  example  of 
his  perseverance  and  individuality  was  an  inspiration. 

It  is  accepted  that  between  the  Gothicism  of  Straw- 
berry Hill  and  that  of  Keble  College  there  lies  a  wide 
variety  of  artistic  attitudes  to  the  relics  of  mediaeval 
Europe.  Since  the  publication  of  Kenneth  Clark's  'The 
Gothic  Revival',  the  different  threads  of  the  neo- 
Gothic  style  have  been  assiduously  unravelled  by  a 
succession  of  art-historians.  This  short  study  may 
suggest  that  it  is  time  that  all  the  stylistic  revivals  of  the 
nineteenth  century  were  given  closer  scrutiny.  To 
rescue  the  different  aspirations  and  imaginations  of  in- 
dividual artists  from  the  amorphous  heap  of  'eclecti- 
cism', will,  I  expect,  throw  into  higher  relict  the  art  of 
a  confused  and  confusing  culture. 

The  first  nineteenth-century  potter  to  imitate  the 
work  of  Palissy  was  Charles-Jean  Avisscau  (1790- 
1861).  In  1825  Avisscau  was  engaged  by  the  Baron 
Bcsenval  to  work  in  his  pottery  at  Bcaumont-les-Antels, 
from  where  he  made  stoneware  with  hand-painted 
decoration.  A  small  beaker  by  Palissy,  which  Avisseau 
saw  in  the  Baron's  collection,  inspired  him  to  return,  in 
1829,  to  his  native  Tours  where  he  started  his  own 
pottery,  and  for  the  next  thirty  years  he  made  glazed 
earthenware  in  imitation  of  Palissy's  work.  The  time  is 
right:  through  Michelct,  France  was  rediscovering  its 
past,  in  which  Palissy's  staunch  Protestantism  and  his 
refusal  to  submit  to  the  authority  of  the  monarch  and 
the  'seigncurie'  seemed,  in  hindsight,  to  be  a  signpost 
to  1789;  in  1830,  the  July  Revolution  finally  secula- 
rised the  French  monarchy.  Furthermore,  the  natural- 
ism of  Palissy's  modelling  of  insects,  fish  and  reptiles 
appealed  to  the  modern  mind  educated  by  Cuvier's 
'La  Regne  Animal  distribuc  d'apres  son  Organisation' 
(1817). 


Two  schools  of  French  Pahssyists  follow 
Avisseau  s  lead.  In  Tours,  several  of  Avisseau's  r 
tivcs  made  their  own  Palissy  ware:  his  son  Edoi 
(1 831-191  1).  his  brother-in-law  Joseph  Landais  (18 
1883)  (No.  1),  and  his  son  Alexandre  (1868-19 
C  diaries  daughter  Caroline  and  his  grandson  Edou; 
Leon  Deschamps-Avisseau  (1 844-1910).  Other  Tc 
Palissyists  were  Leon  Brard  (1830-1902)  and  Aug 
Chauvigne  (1829-1904),  both  pupils  of  Cha 
Avisseau.  The  other  group,  working  in  Paris,  inclu 
Thomas  Sergent,  A.  Barbizet  and  Georges  I 
(18 10-1889).  Significantly,  Pull  (No.  2)  was  a  nam 
ist  who  only  turned  to  pottery  in  his  forties. 

The  enduring  popularity  of  Palissy  ware  in  Fra 
was  sustained  by  scholarly  literature.  Schoelcher  c 
tributed  'La  Vie  et  travaux  de  Palissy'  to  the  Reviu 
Paris  in  1834.  Two  important  antiquarian  works 
eluded  length  v  descriptions  of  the  pottery:  Alexan 
du  Sommerard's  'Les  Arts  au  Moyen-age'  (1838-18 
and  Andre  Pottier's  'Monuments  Francais  Inec 
(1839).  In  1856  the  Sauvageot  collection  which  incl 
ed  several  fine  examples  of  Palissy's  pottery  > 
installed  in  the  Louvre  and  written  up  in  the  Gaz 
des  Beaux-Arts  by  Jacquemart.  Hand-coloured  plate; 
most  known  pieces  were  the  outstanding  feature 
Carle  Delangc's  'Monographic  de  l'oeuvre  de  BernB 
Palissy'  which  appeared  in  1862  and  which  includ  J 
thorough  analysis  of  previous  historical  accounts. 

The  English  contribution  to  Palissy  scholarship  \fl 
limited  to  Joseph  Marryat's  "A  History  of  Pottery  al 
Porcelain'  (1857)  which  contained  a  long  section  on  ■ 
French  potter.  Marryat's  earlier  'Collections  TowardJ 
History  of  Pottery  and  Porcelain'  (1850)  had  brousl 
Palissy  to  the  attention  of  the  English  reader  and  1:1 
emphasised  points  about  his  art  which  were  likely  I 
appeal  to  contemporaries.  Theoreticians  of  desia 
such  as  D.  R.  Hay  and  William  Dyce,  were  advocati 
the  study  of  geometry,  the  old  masters  and  nature  i 

Colour. 

One  of  a  pair  of  glazed  earthenware  candlesticks, 

made  by  Minton  and  Company,  Stoke-on-Trent,  c.  1858. 
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I  'ictoria  and  Albert 


2.  Glazed  earthenv 
by  Georges  Pull 
(1810-1889), 
made  in  Pans,  c.  18 
I  'ictoria  and  Albert  1 
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2  education  of  the  ornamental  designer.  Marryat 
latcs  how  Palissy  first  followed  the  profession  of  land 
rvcyor,  and  comments:  'The  habit  of  drawing  lines 
d  geometrical  figures,  inspired  him  with  a  taste  for 
sign,  which  talent  he  developed  in  copying  the  works 
the  great  Italian  masters'.  He  also  says,  'This  potter 
ust  have  been  a  skilful  naturalist",  and  echoes  Ruskin- 
ri  dogma  in  commending  Palissy's  scientific  render- 
g  of  fossil  shells  (identifiable  as  'the  tertiary  shells  of 
e  Paris  basin  )  fish,  reptiles  and  plants.  This  is  about 
e  time  of  Millais'  Ophelia  (185 1-52),  with  its  minute 
«ervation  of  the  hedgerow  flora,  and  Holman  Hunt's 
he  Hireling  Shepherd  (1851). 

It  is  the  realism  of  the  1850s  w  hich  characterises  the 
•st  English  productions  in  the  Palissy  style.  They  are 
rcct  copies  of  Palissy  originals,  not  rustic  pieces  but  in 
e  style  of  the  French  Renaissance  (Nos.  3,  4  and 
)lour).  An  aspect  of  realism  in  the  applied  arts  was  the 
anufacturer's  pride  in  Ins  ability  to  reproduce  the 
clinical  virtuosity  of  the  great  craftsmen  of  the  past. 
ich  a  realist  was  Leon  Arnoux  (1 816-1902),  art- 
rector  and  works-manager  at  Minton's.  Arnoux,  like 
>eck  at  Sevres,  knew  that  the  most  effective  way  of 
smonstrating  this  technical  realism  was  to  produce 
sact  copies  of  the  originals,  so  that  attention  would  be 
Kusscd  on  the  successful  reproduction  of  technical 
fFects  such  as,  in  the  case  of  Palissy  ware,  the  colouring 
f  the  translucent  glazes.  A  public  which  wanted  its 
.tinted  flowers  to  be  identifiable  species  also  wanted 
s  historical  reproductions  to  be  exact  re-creations.  The 
offin  of  the  Duke  of  Wellington  was  borne  on  a 
ancral-car  designed   by   Gottfried   Semper  (1852) 


t  m 

— _____  f  ■  Ulaa 

W^r*  -*'**'  "*""'    ^L__L.__lk.  M^^^^ 


4 


3.  Glazed  earthenware 
ewer,  modelled  by 
Hamlet  Bourne 
after  an  original  by 
Bernard  Palissy, 

and  manufactured  by 
Minton  and 
Company, 
Stoke-on-Trent, 
in  1858. 

Victoria  and  Albei  t 
Museum. 

4.  Glazed  earthenware 
stand,  for  the  ewer 
illustrated  in  No.  3. 
Victoria  and  Albert 
Museum. 
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which  was  a  reconstruction  of  Alexander  the  Great's 
funeral-car. 

If  the  creator's  imagination  was  not  required  in  the 
design  or  manufacture  of  an  historical  reproduction,  it 
came  into  play  in  the  selection  of  what  to  reproduce. 
Palissy  was  a  figure  whose  attributes  appealed  deeply 
to  the  mind  and  soul  of  the  early  Victorian  middle- 
class  Englishmen,  and  these  attributes  had  been  des- 
cribed by  Henry  Morley  in  a  book  of  great  immediate 
and  lasting  popularity,  'Palissy  the  Potter'  (1852,  and 
new  editions  in  1855,  1869  and  1878).  The  success  of 
Morley's  book  was  probably  due  to  his  portrayal  of 
Palissy  as  the  man  of  humble  origin,  who  through  his 
resourcefulness,  perseverance  and  spiritual  integrity 
achieves  temporal  success  and  eternal  fame. 

Palissy  was  a  practical  man,  of  the  sort  which 
Victorians,  with  a  bias  towards  Benthamism,  could 
easily  admire.  He  was  a  man  of  scientific  ingenuity  and 
self-education  who  became  a  favourite  of  Samuel 
Smiles.  Palissy  himself  had  written  'Receptc  Veritable' 
in  1564  which  gives  a  curious  foretaste  of  the  philo- 
sophy of 'Self-help'  and  which  Morley  translated  as  an 
appendix  to  his  biography.  But  perhaps  his  greatest 
claim  on  the  affections  of  the  Victorians  was  his  Pro- 
testantism. Palissy  was  a  Huguenot  who  was  perse- 
cuted for  his  faith:  he  was  imprisoned  in  the  Bastille.  In 
the  1 850s,  and  long  afterwards,  the  Oxford  Movement 
and  Newman's  defection  to  Rome  rankled  in  the 
breast  of  middle  and  low  church  Anglicans.  In 
Palissy,  they  discovered  a  Renaissance  master  who,  if 
not  quite  on  the  same  level  of  greatness  as  a  Raphael,  a 
Michelangelo,  a  Giuliano  or  a  Cellini,  at  least  had  been 
an  enemy  of  the  Pope.  In  the  same  year  as  Morley's 
biography  was  published,  huge  crowds  flocked  to  the 
Royal  Academy  exhibition  to  see  Millais'  The  Hugue- 
not; in  1858  Cecilia  L.  Brightwcll's  'Palissy,  the 
Huguenot  potter:  a  true  tale'  was  published. 

At  Stoke-on-Trent,  the  Catholic  Arnoux'  ad- 
miration for  Palissy  was  chemical  rather  than  theologi- 
cal. 'He  succeeded',  wrote  Arnoux  in  1877,  'by  per- 
severance and  industry  in  finding  out  the  process  for 
making  the  different  coloured  glazes  that  the  Moors 
had  used  long  before  him.  There  was  no  discovery  in 
this,  but  the  talent  which  he  displayed  in  the  mixing 
and  blending  of  these  vitreous  colours,  combined  with 
the  incontestable  originality  of  his  compositions,  have 
made  this  ware  very  difficult  to  imitate'.  The  imitations 
which  Minton's  produced  were  greatly  admired  at  the 
Paris  Universal  Exhibition  of  1855.  Arnoux  had  joined 
Minton's  in  1849,  having  previously  worked  in  his 
father's  porcelain  works  at  Toulouse,  and  he  would 
certainly  have  been  aware  of  Avisseau's  pottery.  The 
writer  of  his  obituary  in  The  Staffordsliire  Sentinel  des- 
cribed him  as  'a  born  chemist  with  the  indomitable 
perseverance  of  a  Palissy'. 

During  the  1860s  and  '70s,  Minton's  Palissy  ware, 
although  retaining  technical  authenticity  became 
stylistically  diverse.  French  sculptors,  the  most  notable 


among  whom  was  Carrier-Belleusc,  made  models 
from  which  Palissy  ware  was  cast,  and  most  of  their 
work  recalls  the  style  of  the  sixteenth  century  gener- 
ally, rather  than  specifically  that  of  Palissy. 

From  about  i860  a  number  of  other  European 
factories  produced  Palissy  ware  in  large  quantities,  hi 
England,  there  was  Wedgwood's  and  the  firm  of 
George  Jones,  in  France  the  Sevres  factory,  in  Germany 
Bichweiler's  of  Hamburg,  and  in  Portugal  the  firm  of 
Mafra  at  Caldas  de  Rainha,  who  have  continued  pro- 
duction into  modern  times. 

On  both  sides  of  the  Channel,  Palissy's  career  was 
an  inspiration  to  the  artist-potters  who  emerged  in  the 
second  half  of  the  nineteenth  century.  In  the  oeuvre  of  a 
Chaplet,  however,  a  Delaherche,  a  de  Morgan  or  an 
Elton,  there  arc  few,  if  any,  instances  of  stylistic 
emulation.  These  potters,  to  be  numbered  among  the 
pioneers  of  the  modern  movement,  tended  to  find 
their  sources  of  imagination  in  the  primitive  styles  of 
the  more  distant  past  or  of  Africa  and  the  East ;  they 
nearly  all  shared  a  mistrust  in  the  artistic  tradition 
which  proceeded  from  the  Classical  Renaissance  of 
fifteenth-  and  sixteenth-century  Italy.  But  the  example 
of  Palissy's  want  of  any  formal  education  in  the  tech- 
niques of  the  craft,  and  his  disinterested  attitude  to 
commercial  success,  must  have  encouraged  young 
artists  in  the  years  before  art-schools  had  pottery 
departments  and  when,  although  growing,  patronage 
was  still  limited  to  a  small  group. 

A  crucial  development  in  the  history  of  English  art- 
pottery  was  when  Henry  Doulton  started  a  studio- 
workshop  in  his  Lambeth  pottery  (1867)  and  en- 
couraged students  from  the  Lambeth  school  of  art  to 
decorate  artistic  stoneware.  Doulton  as  a  young  man 
had  addressed  a  Lambeth  literary  society  on  Bernard 
Palissy,  whom  he  described  as  'a  man  placed  in  similar 
circumstances  to  our  own  in  Lambeth'  and  included  a 
bust  of  him,  among  other  celebrated  potters,  which 
were  sculpted  in  terracotta  by  George  Tinworth  and 
Perceval  Ball  to  adorn  the  facade  of  an  extension  to  his 
factory  completed  in  1864. 

The  success  of  the  new  Lambeth  Ware  led  to  other 
stoneware  manufacturers  in  London  promoting  the 
production  of  art-pottery  at  their  factories.  C.  J.  C. 
Bailey  was  fortimate  to  secure  the  co-operation  of 
Jean-Charles  Cazin,  an  artist-potter  and  landscape 
painter  who  in  1870  had  fled  to  England  from  Tours, 
where  he  had  been  director  of  the  art  museum.  In 
London,  through  the  good  offices  of  Alphonse  Legros 
with  whom  he  had  been  a  fellow  student  under 
Lecoq-du-Boisbaudran,  he  obtained  a  position  teach- 
ing at  the  Lambeth  school  of  art.  Among  Ins  pupils 
there  were  Edwin  and  Walter  Martin,  while  his  work 
at  Bailey's  brought  him  into  contact  with  the  young 
sculptor  Robert  Wallace  Martin,  Edwin's  and  Walter's 
elder  brother,  to  whom  he  bequeathed  his  throwing- 
wheel  when  he  returned  to  France  in  1874.  The  Martin 
Brothers  were  the  first  studio-potters  in  England  in  the 
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nse  that  they  relied  entirely  on  their  own  expertise 
id  imagination  in  the  production  of  their  ware  from 
s  conception  to  its  completion.  Cazin,  coming  from 
burs,  would  no  doubt  have  encouraged  them  with 
is  accounts  of  the  Palissyists.  Salt-glazed  stoneware, 
.hich  has  to  be  fired  at  a  comparatively  high  tempera- 
ire,  is  not  a  suitable  medium  in  which  to  emulate  the 
rtistic  effects  of  Palissy  ware,  because  the  range  of 
olours  is  severely  limited.  But  the  pottery  of  Cazin, 
arved  in  relief  with  flowers  and  insects,  although  more 
ipanese  than  French  sixteenth  century  in  feeling,  must 
iwe  some  of  its  inspiration  to  Palissy.  In  the  work  of 
he  Martin  Brothers,  particularly  that  produced  during 
lieir  early  years  as  potters,  and  in  the  work  of  Edgar 
Cettle,  a  shadowy  figure  who  worked  at  Bailey's 
actory  c  1872-74,  there  appeared  many  pieces  which 
uggest  a  degree  of  homage  to  Palissy  (No.  5). 

One  encounters  another  instance  of  the  Palissy  in- 
luence,  albeit  attenuated,  in  the  work  of  Edmund 
dton.  His  pottery  is  decorated  with  flowers  and  in- 
ects  raised  in  coloured  slips  on  marbled  grounds.  The 
:ffect  is  Japanese,  and  the  technique  very  different  from 
:hat  employed  by  Palissy,  whose  influence  could 
lardly  be  adduced  if  it  were  not  for  the  fact  that  his 
uncle,  Sir  Edward  Elton,  is  listed  among  the  owners  of 
the  principal  collections  of  Palissy  ware  in  Alfred 
Tainturicr's  'Les  Terres  Emaillees  de  Bernard  Palissy' 
(1863). 


Edward  Bingham,  a  country  potter  working  at 
Castle  Hedingham  in  Essex  c.  1874-1906,  specialised  in 
the  reproduction  of  historical  ceramic  styles.  His 
Palissy  plaque  (No.  6),  produced  towards  the  end  of  the 
nineteenth  century  sums  up  the  influence  of  Palissy  on 
Victorian  potters.  It  is  a  close  imitation  of  sixteenth- 
century  Palissy  ware,  copied  in  a  spirit  of  antiquarian 
realism,  and  it  may  also  be  regarded  as  homage  from 
an  independent  potter  of  'indomitable  perseverance'. 


5.  Salt-glazed 
stoneware  vase, 
by  Edgar  Kettle 
for  C.J.  C.  Bailey, 
Fulham,  London, 
c.  1873. 

Victoria  and  Albert 
Museum. 


6.  Glazed  earthenware 
plaque, 

by  Edward  Bingham, 
made  at  Castle 
Hedingham,  c.  1890. 
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Geoffrey  de  Bellaigue's  second  article  takes  the  career  of  Edward  Baldock  into  the  reign  | 
Queen  Victoria.  He  shows  him  acting  rather  in  the  manner  of  the  French  iiicircliands-mercie 
such  as  Lazare  Duvaux.  Baldock  fitted  porcelain  with  bronze  mounts;  altered,  adapted  ai; 
repaired  porcelain  and  furniture;  and  designed  new  furniture  made  by  outside  manufacUiret 
Unlike  the  French  marchands-mercicrs  he  was  not  prohibited  by  guild  regulations  from  makin 
works  of  art  himself,  and  Mr.  de  Bellaigue  suggests  he  may  have  decorated  wares  and  workc 
on  furniture  in  his  Hanway  Street  premises.  Among  his  specialities  were  furniture  mounte 
with  Sevres  plaques  and  pictrc  dure  panels.  Probably  he  also  made  up  furniture  from  di: 
membered  pieces. 

EDWARD  HOLMES  BALDOCK 

Part  ii    Geoffrey  de  Bellaigue 


THE  emphasis  so  far  in  this  account  of  Baldock's 
business  lias  been  placed  on  his  role  as  dealer  in 
valuable  works  of  art,  principally  of  French 
eighteenth-century  furniture.  The  pattern  of  his  busi- 
ness is,  however,  considerably  more  complex.  This  is 
well  illustrated  by  a  summary  of  Baldock's  bills  to  the 
fifth  Duke  of  Buccleuch  for  the  period  c.  12  May,  1840 
to  20  February,  1 841 .  The  bills  arc  broken  down  in 
this  summary  into  categories. 


China  man 

L  so 

1 1 

6 

Cabinet-maker 

444 

8 

0 

Bookseller 

10 

0 

Marble  cutter 

15 

0 

Clockmaker 

270 

0 

0 

Stationer 

167 

7 

0 

Ironmonger 

58 

16 

6 

Silversmith 

13 

0 

0 

.£1.035     8  o 

1  Ic  was  evidently  engaged  in  the  second  quarter  of 
the  nineteenth  century  in  the  same  sort  of  work  as  the 
French  marchands-merciers  of  the  eighteenth  century. 
There  are  analogies  between  Baldock's  bills  and  dic- 
entrics in,  for  example,  Lazare  Duvaux's  Livre-Joumal 
(1748— 1758)  and  Simon-Philippe  Poirier's  bills. 1 

Like  these  niarchands-nterciers  Baldock  sold  porcelain 
fitted  with  gilt  bronze  mounts.  The  illustrations  111 
Nos.  1  and  2  are  of  Sevres  vases  supported  on  gilt 
bronze  dolphins,  c  ranes  and  putti  w  hich  Baldocksold  to 
the  Duke  on  3  November,  1830.2  It  seems  likely  that 
the  mounts  were  specially  supplied  by  Baldock  for  the 
porcelain. 

Marchands-mercicrs  were  frequently  commissioned  to 
have  pieces  altered,  adapted  or  repaired.  There  arc 
many  references  to  similar  work  in  Baldock's  bills.  On 
8  January,  1836  he  charged  Lord  Lowther  (later  second 
Earl  of  Lonsdale)  -£4  5s.  for  'Mounting  a  blue  Sevres 
teapot  as  a  vase,  cutting  oft  handle  and  spout,  mat 
Gilding  the  mounts'  ;  on  16  July,  1836  he  charged  a 
further  55.  6d.  for  'regilding  2  Sevres  Salts' ;  and  on 


4  April,  1838  £  1  185.  6d.  for  'Alterg.  French  Table  t 
Table  de  Nuit  .  .  .'.  Many  other  examples  could  b 
cited  from  the  Lowther  and  Buccleuch  bills  of  repair 
alterations  and  additions. 

One  of  the  distinguishing  features  of  the  work  of  th, 
marchands-merciers  was  that  in  some  instances  the 
designed  or  had  designed  furniture  which  they  ha< 
made  by  others.  Baldock  certainly  provided  design 
for  new  furniture.  On  8  December,  1841  he  charget 
the  Duke  for: 

Making  the  working  drawing/or  an  oak  octagon 

table  £2  5  ( 

D£          D-                  of  an  oak  bookcase  £14  o  < 

D°-          D_                  of  j  stalls  in  ...  ?  £1  o  < 

On  29  December,  1841  he  charged  him  a  further  jjt 
for  'Making  a  number  of  Drawings  for  Bed  roon 
furniture'. 

How  up-to-date  these  designs  were,  there  is  no  wa) 
of  telling.  We  do  know,  however,  that  Baldock  did 
deal  in  modern  works  of  art.  On  30  September,  184c 
Baldock  sold  to  the  Duke  of  Buccleuch  for  ^85  a  table, 
now  at  Temple  Newsam,  which  is  described  in  the; 
accounts  as : 

A  beautiful  Octagon  Ebony  Table  witlt  pictures  in  each 
side  -  Flowers  in  Centre.  Intervals  lined  in  Green 
Leather.  Gold  borders,  5ft.  dianir. 

Clive  Wainw right  first  suggested  that  the  design  of 
Baldock's  table  may  well  have  been  inspired  by  a 
design  by  Richard  Bridgens  published  in  1838.  The 
shape  of  the  pedestal  support  and  the  distinctive  in- 
turned  feet  are  certainly  common  to  both  (Nos.  3  and 
4)-3 

On  15  June,  1831  Baldock  sold  to  the  Duke  of 
Buccleuch  two  globes  and  stands  described  in  the 
accounts  as  follow  s : 

2  Fine  Carved  &  Gilt  Stands Jot  Globes  800 
Gilding  D£  500 

New  Globes  to  D£  by  Cary  5    3  o 


is 


Above  left. 

1.  One  of  four  porcelain  dishes  fitted  with  dolphin  mounts 
which  were  supplied  to  the  Duke  of  Bucclcuch  by  Baldock 
in  1830. 

The  Duke  of  Bticcleiuh. 

2.  Two  of  four  porcelain  baskets  supported  on  the  backs  of 
cranes  which  Baldock  sold  to  the  Duke  of  Buccleuch  in  1830. 
The  Duke  of  Buccleuch. 

Left. 

3.  Engraving  after  a  design  of  a  table  by  Richard  Bridgens 
published  in  1838 ;  it  may  have  influenced  the  design  ot  the 
table  illustrated  in  No.  4. 

4.  'Modern'  inlaid  octagonal  ebony  table  which  Baldock  sold 
to  the  Duke  of  Buccleuch  in  1840. 

The  Leeds  City  Art  Galleries. 
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5.  One  of  a  pair  of 
globes  and  stands 
supplied  by  Baldock 
to  the  Duke  of 
Buccleuch  in  183 1 ; 
they  are  placed  on 
pedestals  probably 
provided  by  Baldock 
some  ten  years  later. 
Tlie  Duke  of  Buccleuch. 

Opposite,  top. 

6.  Satinwood  lean-to 
secretaire  inlaid  with 
flowers  and  a  cipher 
and  fitted  with  two 
porcelain  plaques. 
The  secretaire,  which 
is  branded  ehb, 
was  sold  by  Baldock 
to  the  Duke  of 
Buccleuch  in  1841. 
The  Duke  of  Buccleuch 

Opposite,  bottom. 

7.  Elaborately  carved 
ebony  cabinet  in  the 
Royal  Collection, 
which  was  made  in 
France  or  the 
Netherlands  in  the 
middle  of  the 
seventeenth  century. 
Loose  carved  panels 
and  pilasters  similar 
in  style  formed  part 
of  Baldock's 
stock-in-trade. 

By  gracious  permission 
of  Her  Majesty  The 
Queen. 


EDWARD  HOLMES  BALDOCK 

The  globes  and  stands  are  illustrated  in  No.  5.  The 
pedestals,  pierced  and  triangular  in  section,  which 
support  the  stands  for  the  globes  may  also  have  been 
supplied  by  Baldock.  On  16  January,  1841  Baldock 
included  the  following  entry  in  his  bill:  'A  Pair  Gilt 
Stands  to  Globes  as  per  order  unfinished'.  Both  the 
stands  and  their  supports  are  in  the  Rococo  style,  and 
at  the  time  of  their  manufacture  must  have  been  early 
examples  of  the  Rococo  or  Louis  xv  revival  in  furni- 
ture design.  In  another  respect  the  globes  were  un- 
doubtedly up-to-date.  Made  by  the  London  map  and 
globe  sellers  George  and  John  Cary,  one  of  them  is 
dated  183 1,  the  year  that  Baldock  had  them  fitted  to 
their  stands  and  sold  to  the  Duke. 

Though  the  parallel  between  Baldock  and  the  Parisian 
marchands-merciers  is  close,  the  former  was  not  restricted 
by  guild  regulations  as  were  his  French  counterparts. 
He  was  not  precluded  from  engaging  himself  in  the 
manufacture  of  works  of  art.  In  the  absence  of  docu- 
mentary evidence  any  attempt  to  establish  his  role  as  a 
craftsman,  as  opposed  to  that  of  an  entrepreneur  em- 
ploying outside  specialists,  is  bound  to  be  speculative. 
There  are,  however,  indications  which,  by  inference, 
do  point  to  some  activity  by  Baldock  in  this  field.  The 
evidence  is  to  be  found  principally  in  his  sale  catalogues. 

Perhaps  the  most  revealing  is  the  catalogue  described 
in  a  prospectus  printed  at  the  end  of  the  catalogue  of 
the  three-day  sale  held  on  Baldock's  premises  by 
Messrs.  Foster  and  Son  on  25,  26  and  27  May,  1843.  It 
reads : 

The  Brass  Patterns  &  Brass  Work  for  Cabitiets  & 
Mounting,  Bottle  Panels  and  Ornaments,  Stock  of 
Choice  Wood,  in  Veneers,  dry  Wainscot,  and  Deals, 
Tools,  Work  Benches,  &  Other  Property ,  Will  be  sold 
by  Auction ,  on  the  Premises,  on  [left  blank]  and 
following  Day. 

The  sale  could  have  been  the  one  held  on  21  July, 
1 843.  In  the  catalogue  there  is,  however,  no  mention  of 
tools  and  work-benches,  so  it  may  be  that  there  was 
yet  another  sale  of  which  no  catalogue  has  yet  been 
found.  Be  that  as  it  may,  it  is  abundantly  clear  from  the 
prospectus  and  the  surviving  catalogues  that  Baldock 
was  certainly  engaged  in  the  restoration,  remodelling, 
and  possibly,  though  this  is  less  certain,  in  the  manufac- 
ture of  works  of  art. 

On  the  evidence  of  his  July  1843  sale  ne  nad  tvvo 
workshops  on  his  premises,  No.  1  and  No.  2,  which 
probably  corresponded  to  the  two  houses,  1  and  2 
Hanway  Street,  which  he  occupied.  At  the  time  of  the 
sale  the  contents  of  Workshop  No.  1  consisted  princi- 
pally of  porcelain  and  glass  and  of  Workshop  No.  2  of 
furniture  and  statuary.  Though  it  is  unlikely  that 
Baldock  actually  made  porcelain  -  most  of  the  pieces 
are  identified  as  Sevres,  Dresden,  Berlin  and  Oriental  - 
according  to  Litchfield  he  'glorified'  plainish  Sevres  by 
adding  ground  colours  to  porcelain  decorated  with 
sprigs  of  flowers  on  plain  ground.  The  sprigs  were 
removed  with  acid  and  replaced  by  ground  colours 
and  subject  paintings.4  John  Randall  writing  in  1880  - 
his  comments  being  repeated  by  later  writers  on  porce- 
lain -  notes  that  one  artist  who  carried  out  this  type  of 


work  for  porcelain  dealers  such  as  Mortlock,  Jarrq][ 
and  Baldock,  was  the  Quaker  artist  Thomas  Marti 
Randall  who  was  born  in  Shropshire  in  1786  ail  j 
worked  in  London  before  1825  when  he  moved  % 
Madeley.5  According  to  W.  Turner,  Robins  ai! 
Randall  were  established  in  Barnsbury  Street,  Islington 
whereas  William  Burton  states  that  their  worksho. 
were  at  Spa  Fields,  Clerkenwell.7  While  Baldock  mr 
have  continued  to  send  work  to  Randall  after  he  movi 
in  1825  to  Madeley,  he  may  also  have  had  some  piec,  1 
embellished  in  tins  way  on  his  own  premises.  As< 
Baldock's  sales  there  was  certainly  a  large  collection  I 
white  pieces  of  porcelain  which  would  have  lent  then| : 
selves  to  this  practice  (Lots  3,  5,6,  14,  15,  18  and  19  c 
the  sale  on  21  July,  1843  included,  for  example,  fr^ 
hundred  and  sixty-three  pieces  of  white  ware). 

It  is  possible  to  suggest  some  categories  of  furnitui 
in  which  he  must  have  specialised  in  his  capacity  asf 
restorer,  adapter  or  manufacturer.  Some  of  the  woBfii 
was  certainly  done  in  Hanway  Street.  On  the  evidenc  I 
of  an  inscription  on  the  Beaumarchais  desk  we  kno1!] 
that  one  furniture  restorer,  J.  Wood,  worked  on  hi  I 
premises.8 

Boulle  furniture  was  undoubtedly  one  speciality 
Lot  8  of  the  sale  on  25  May,  1843  was  'Six  Boule  leg 
for  a  commode'.  Lot  283  of  27  May  is  described  2 
'Boule  slab  panels,  &c  7  pieces'.  Most  Boulle  pica 
were  however  auctioned  on  21  July,  1843.  They  in 
eluded:  'Two  Boule  pedestals  and  a  bracket'  (Lot  35 
twenty-nine  'Boule  brackets  for  clocks'  (Lots  36-40) 
seven  'Inlaid  Boule  bracketjs]  with  rich  or-mol 
mountings'  (Lots  90-96),  as  well  as  parts  of  cabinet; 
Among  these  were  'A  Boule  panel  with  5  agates  an< 
6  cast  iron  fleurs  de  lis'  (Lot  88),  'Part  of  two  expensiv 
Boule  cabinets  with  or-molu  mounts'  (Lot  144),  '1 
pair  of  Boule  cabinet  doors  6  ft.  8  high,  23  in.  wide 
(Lot  145),  and  'A  pair  of  shaped  ditto,  7  ft.  6  high 
by  2  ft.  6  wide'  (Lot  146). 

Baldock  may  also  have  specialised  in  furnitun 
mounted  with  Sevres  plaques  and  pietre  dure  panels.  Oi 
27  May,  1843  he  sold  by  auction  a  pair  of  ebon] 
cabinets  each  mounted  with  eight  Sevres  plaque 
painted  with  scenes  after  Boucher  and  Watteau  anc 
with  two  columns  of  'vert  d'Egypte'  (Lot  380).  Thi 
combination  of  porcelain,  rare  marble  and  gilt  bronz< 
mounts  was  described  as  a  singularly  'happy  arrange 
mcnt'.  On  24  June,  1837  Baldock  charged  Lops 
Lowther  ^8  165.  od.  for  'Mountg.  3  pieces  porcelain* 
in  New  Inlaid  Satin  wood  table',  and  on  5  January, 
1 841  he  sold  to  the  Duke  of  Buccleuch  a  satinwoodB 
secretaire  mounted  with  two  Sevres  plaques  (No.  6).B 
In  his  sale  on  26  May,  1843  a  section  was  devoted  tol 
mosaics  (Lots   172-183).  It  comprised  ninety-four! 
plaques,  inlaid  and  in  relief,  of  birds,  fruit,  flowers.lj 
landscapes,  and  in  one  instance  of  a  boar  hunt.  Lot  176J 
is  described  as:  'Seven  of  the  finest  raised  Florentine! 
mosaics  for  a  cabinet,  3  with  Birds  and  Insects,  and  4I 
of  Fruit,  formed  of  gems,  &c\ 

Another   speciality   was  foreign  ebony-veneered  L 
cabinets  with  engraved  and  carved  scenes  dating  fromi 
the  seventeenth  century.  Elements  forming  these  cabi-- 
nets  were  sold  on  26  May,  1843 : 
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Lot  146.  A  pair  of  ebony  cabinet  doors,  richly  engraved, 
the  centre  boldly  carved  in  subjects,  Mutius 
Scaevola  and  Quinttis  Curtius. 

147.  A  pair  of  ditto,  with  Mythological  subjects,  the 
story  of  Calatea. 

148.  A  ditto,  very  rich,  Samuel  denouncing  Saul. 

149.  A  ditto,  with  Mercury,  &c. 

150.  Two  ditto,  with  Mythological  subjects. 

185.  Two  pair  of  circular  ebony  panels,  The  Nativity, 
and  Assembly  of  the  Gods. 

On  21  July,  1843  Lot  75  was  for  'A  pair  of  well  carved 
ebony  doors,  17  in.  wide  and  1 1|  in.  high'. 

There  was  certainly  a  demand  at  the  time  for  such 
fragments.  Panels,  some  carved  with  scenes  identical  to 
those  listed  in  Baldock's  sale  catalogue,  were  collected 
by  Alexandre  du  Sommerard  (1779-1842).  They  now 
form  part  of  the  collections  of  the  Musee  des  Thcrmes 
et  de  l'Hotel  de  Cluny,  Paris.9  One  panel,  for  example, 
in  this  collection,  is  carved  with  a  scene  representing 
Mucius  Scaevola,  and  is  incorporated  into  a  cabinet 
described  as  'remanie'.10  Other  pieces  were  ' Affect e  a  la 
decoration  d'un  soubassetnent  composite'. 1 1  It  is  not  known 
from  whom  du  Sommerard  bought  these  pieces.  Per- 
haps both  he  and  Baldock  were  supplied  by  the  same 
dealer,  or  could  it  be  that  du  Sommerard  was  himself  a 
customer  of  Baldock? 

The  type  of  cabinets  to  winch  these  entries  refer  is 
well  represented  by  a  particularly  fine  version  in  the 
Royal  Collection  (No.  7). 12  Related  cabinets,  but  none 
so  rich  as  the  Windsor  one,  regularly  appear  in  sale 
rooms.  Their  quality  varies.  Further  research  might 
reveal  that  some,  which  have  been  made  up,  had 
passed  through  the  Baldock  workshops. 

On  1  December,  1828  Baldock  sold  to  King  George 
rv  for  ^125  four  carved  ebony  sofas  and  two  carved 
ebony  chairs  (See  The  Connoisseur ,  August  1975,  p.  298, 
No.  10). 13  These  bear  some  resemblance  to  the  type 
traditionally  described  at  the  time  as  Wolsey  chairs, 
some  of  which  are  enriched  with  ivory  carvings.  They 
are  now  thought  to  have  been  made  in  Batavia,  Ceylon 
and  the  East  Indies.14  Various  entries  in  the  Baldock 
sales  can  probably  be  related  to  tins  type  of  furniture, 
such  as  Lot  58  of  21  July,  1843  described  as:  'Forty-five 
useful  pieces  of  ivory  and  ebony  carvings,  various'  and 
Lots  281  and  282  of  27  May,  1843  winch  consisted  of 
'33  carved  ballustrades,  stretchers,  table  legs,  &c.'  and 
'About  50  pieces  of  carved  ebony  stretchers,  chair 
backs,  &c'. 

In  many  instances  the  descriptions  of  the  lots  are  too 
imprecise  for  the  carvings  to  be  related  to  any  particu- 
lar type  of  furniture.  There  are  countless  references  to 
carved  pilasters,  friezes,  brackets,  masks  and  panels,  as 
well  as  to  enrichments  for  furniture  (including  brass 
mounts)  and  to  incomplete  pieces,  such  as  table  tops 
veneered  with  marquetry,  clock  dials  and  clock  move- 
ments. 

In  view  of  this  large  collection  of  dismembered 
pieces  of  furniture  on  Baldock's  premises  it  seems 
logical  to  assume  that  some  of  the  furniture  which  he 
sold  to  Ins  customers  was  actually  made  up  by  him. 
These  chair  legs,  frieze  panels,  and  table  tops,  were 
clearly  useful  elements  for  incorporating  into,  for 
example,  cabinets,  tables,  seats  -  and  indeed  this  is  pre- 
cisely what  he  used  them  for  in  some  cases.  This  is  well 
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illustrated  by  two  ot  Baldock's  bills  preserved  among 
the  Lowthcr  papers.  One  entry,  dated  6  May,  1840, 
reads: 

Sundry  Pices  of  Carved  Wood  for  Sofa  -     5  - 

Making  sofa  of  D°m  as  per  enclosed  account  -    1}  11 

The  other  entry  is  dated  26  June,  1 840 : 

To  making  a  Soja  with  old  Peiccs  oj  Carvingfor  Back 

Elbows front  and  End  Rails  New  Walnutt  Cabriole 

Legs  Stump  uprights  &  Peices  on  Elbows  &  Back 

Carved  to  Match  The  Old  Work  on  Cope  Patent 

Castors  £11    4  o 

Unfortunately  neither  sofa  can  be  identified  among 
those  in  the  Lonsdale  Collection  at  Askham  Hall.  The 
problem  as  so  often  is  either  an  absence  of  documents 
or  the  inability  to  identify  the  pieces  because  the  docu- 
ments are  either  too  imprecise  or  the  collection  has 
since  been  dispersed.15 

Though  no  piece  of  furniture  or  work  of  art  is 
known  to  be  signed  by  Baldock,  it  is  possible  that  he 
may  have  left  some  distinguishing  stamp  on  pieces  of 
furniture  which  passed  through  his  hands.  This  raises 
the  question  of  the  enigmatic  mark  ehb  (No.  8)  which 
is  branded  on  a  number  of  pieces  of  furniture  in  public 
and  private  collections.  Could  they  be  the  initials  of 
Edward  Holmes  Baldock? 

This  brandmark  appears  principally  on  pieces  of 
French  furniture  of  the  Louis  xv  and  Louis  xvi  styles, 
some  of  which  are  stamped  by  Parisian  cbenistes.  The 
initials  have  been  variously  interpreted.  The  suggestion 
most  frequently  made  is  that  it  is  the  inventory  mark 
of  the  Ecuries  de  1'Hotcl  de  Bourbon.16  In  view  of  the 
number  of  pieces  which  bear  this  brandmark  this 
identification  seems  improbable.  It  is  unlikely  that 
stables,  however  well  appointed,  would  have  contained 
elaborately  veneered  furniture  in  such  quantity.  This 
theory  can  be  further  discounted  for  reasons  stated 
below. 

Another  suggestion  is  that  it  may  be  the  brandmark 
of  Queen  Hortense  of  Holland  whose  name  was 
Eugenie  Hortense  Bonaparte  [nee  Bcauharnais). 1 7 
Born  in  1783,  she  died  in  1837.  The  cipher  ehb  does 
indeed  appear  as  a  gilt  bronze  motif  on  the  cresting  of  a 
bookcase,  now  in  the  Napoleonmuscum,  Arenenberg, 
w  hich  was  formerly  in  her  house  in  the  rue  Cerutti, 
Paris.18  This  use  of  three  letters  seems  to  have  been, 
however,  the  exception  to  the  rule.  Other  pieces  decor- 
ated with  her  cipher  in  gilt  bronze,  bear  the  single 
letter  H.19  Furthermore  the  brandmark  which  has  been 
found  on  pieces  which  arc  definitely  known  to  have 
belonged  to  her  is  likewise  formed  by  the  single  letter 
h.20  To  the  writer's  knowledge  no  piece  stamped  with 
the  ehb  mark  has  yet  been  identified  as  forming  part 
of  her  Garde-Meuble.  Another  reason  for  doubting  this 
theory  is  that  the  stamp  appears  on  furniture  made 
after  Queen  Hortense's  death  (see  below). 

A  third  suggestion,  which  has  been  put  forward  by 
Pierre  Verlet,  is  that  these  initials  may  be  the  stamp  of  a 
faker  or  clever  restorer  of  furniture.21  As  he  rightly 
observes,  most  of  the  pieces  which  bear  this  stamp  are 
either  to  be  found  in  England  or  are  known  to  have 
come  from  English  collections. 
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8.  Brandmark  E  H 
struck  on  an  Englisl 
octagonal  table  in  ts 
possession  of  the  j 
Duke  of  Buccleuchj 
The  Duke  oj  ffiicchii. 
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In  the  Lonsdale  Collection  at  Askham  Hall  there  is  a 
bedside  table  stamped  by  Pierre  Denizot  (mciftre-eben- 
iste,  1 740-1 782)  which  also  bears  the  ehb  stamp. 
There  is  evidence  that  it  has  been  altered,  possibly  on 
more  than  one  occasion.  Its  inlaid  table  top  is  now 
hinged  whereas  originally  it  would  have  been  fixed ;  it  is 
fitted  on  the  reverse  with  a  mirror  flanked  by  two  shaped 
quartered  panels  of  tulipwood  banded  with  purple- 
wood.  These  panels  and  banding  are  unquestionably 
later  insertions.  Originally  the  table  may  have  been 
fitted  with  a  nest  of  drawers  behind  a  tambour  door. 
The  tambour  has  been  cut  into  two,  the  two  sections 
being  separated  by  a  drawer,  of  which  only  the  drawer 
front  is  original.  The  upper  section  of  the  tambour  is 
fixed  and  the  lower  section  instead  of  sliding  in  grooves 
has  been  converted  into  two  doors.  An  entry  in  one  of 
Baldock's  bills  to  Lord  Lowther  could  conceivably 
refer  to  this  table.  Dated  9  May,  1839  it  reads: 


fine  formed  inlaid  Table 

altering  table  to  hold  a  pot  de  diamine 
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9.  One  of  a  pair  of  | 
Boulle  cabinets 
stamped  by  Etiennej 
Levasseur  and  incise 
with  the  initials  E  H  1 
The  Duke  of  Buccletu  ■ 
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The  same  mark, 
B,  incised  in  the 
case  below  the 
rblc  of  one  of  four 
ulle  cabinets 
inped  by  Etiennc 
v  asseur,  which 
ong  to  the  I  )uke 
Buccleuch. 
■  Duke  of  Buccleuch. 
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One  of  a  pair  of 
□lie  cabinets 
inped  by  Etienne 
vasscur  and  incised 
th  the  initials  ehb. 
c  Duke  of  Buccleuch. 


However  as  the  alterations  are  not  clearly  described  it 
is  not  possible  to  be  certain  that  the  table  in  question  is 
in  fact  the  one  by  Dcnizot. 

In  tbc  Duke  of  Buccleuch's  collection  at  Bowhill, 
Selkirk,  two  pieces  of  furniture,  a  table  and  desk,  are 
stamped  with  the  brandmark,  E  H  b.  At  Drumlanrig 
Castle,  Dumfriesshire,  there  is  an  octagonal  table  simi- 
larly stamped.  At  Boughton  House,  Kettering,  Miss 
MacEchcrn  has  found  the  same  initials  incised  in  the 
carcase  of  four  cabinets  below  their  marble  tops  (No. 
10).  If  indeed  these  marks  are  the  initials  of  Baldock,  it 
follows  that  the  furniture  should  be  identifiable  in  the 
Baldock  accounts,  provided  of  course  that  the  entries 
are  sufficiently  explicit. 

The  cabinets,  forming  two  pairs  (Nos.  9  and  11), 
are  stamped  by  Etienne  Levasseur  {maitre-ebiniste ,  1766 
-1798).  The  only  entry  which  might  correspond  to  the 
four  is  included  in  a  bill  dated  3  November,  1830.  It 
reads :  '4  Cabinets  richly  mounted  of  Boule  -  Marble 
Slabs  etc.  ^140  os.  od.'.  On  the  other  hand  another 


cntr)  in  an  undated  bill  which  was  paid  on  1 6  June, 
1831  might  refer  to  two  of  them:  '2  Buhl  Cabinets 
richly  mounted  Egyptian  Green  Slabs  /^28o  0.  o.'.  On 
this  evidence  while  it  seems  probable  that  the  cabinets 
were  in  fact  sold  by  Baldock  they  cannot  be  identified 
with  absolute  certainty  in  his  bills. 

In  the  case  of  the  desk  (No.  6)  there  is  less  doubt. 
Veneered  with  flowers  and  a  cipher  under  a  coronet  on 
a  ground  of  satinwood,  the  secretaire  is  mounted  with 
two  Sevres  plaques  painted  with  fruit  and  flowers  in 
reserves  within  green  surrounds.  The  initials,  cab, 
which  form  the  cipher  can  be  identified  as  those  of 
Charlotte-Anne  Buccleuch,  daughter  of  the  second 
Marquess  of  Bath.  She  married  the  fifth  Duke  of 
Buccleuch  on  13  August,  1829. 

On  5  January,  1841  Baldock  charged  the  Duke  ^104 
for  'A  Beautiful  Satinwood  Secretaire  richly  Inlaid  in 
Various  woods.  Cypher  of  Her  Grace  &  Coronet  in 
centre  of  Fall.  Mounted  in  Ormolu'.  The  description 
matches  the  secretaire  illustrated  in  No.  6.  However 
there  is  one  important  omission  -  there  is  no  reference 
to  Sevres  plaques.  As  there  is  another  satinwood 
secretaire  in  the  Buccleuch  Collection  (at  Drumlanrig 
Castle)  which  is  also  inlaid  with  the  same  cipher  but 
which  is  not  mounted  with  Sevres  plaques  and  is  not 
stamped  ehb  this  omission  is  crucial.  The  entry 
appears  in  a  bill  totalling  ,£1,035  85.  which  covers  the 
period  12  May,  1840  to  20  February,  1841.  The  sum  of 
^336  25.  6d.  was  for  goods  supplied  in  1840  and 
£699  55.  6ci.  in  1841.  Baldock  has  annotated  the  bill,  as 
follows:  'Discount  of  5  p.  Cent  allowed  on  all  goods 
delivered  this  year  [i.e.  1841]  (with  the  exception  of  the 
Sevres  Secretaire  amt  £595.  5-  6-)  Dcmg  £29  5.  0.'. 
If  the  figure  of  ^104  is  subtracted  from  the  total  for 
1841  of  ^699  $s.  6d.,  the  figure  reached  is  that  of 
^595  55.  6a1.  The  use  of  the  word  Sevres  to  describe  the 
secretaire  in  Baldock's  annotation  is  clear  evidence  that 
he  was  not  referring  to  the  Drumlanrig  secretaire.  As 
there  was  no  other  secretaire,  let  alone  one  with  Sevres 
plaques,  known  to  have  been  supplied  by  Baldock  to 
the  Duke  in  1841  or  any  other  year,  the  secretaire  in 
question  must  be  the  one  illustrated  in  No.  6. 

This  secretaire,  though  Louis  xv  in  style,  was  un- 
doubtedly made  in  the  nineteenth  century.  It  is  not  an 
example  of  an  older  piece  which  has  been  later  en- 
riched or  altered.  The  Sevres  plaques  which  are  framed 
in  mouldings  of  gilt  bronze  have  each  been  inset  into  a 
shaped  panel  of  rosewood  veneer  which  is  designed  to 
echo  the  outline  of  the  plaques.  It  is  therefore  unlikely 
that  they  were  an  afterthought.  On  the  evidence  of  the 
cipher  the  secretaire  must  post-date  1829,  the  date  of  the 
Duchess's  marriage  to  the  Duke. 

If  this  analysis  is  correct  No.  6  is  of  a  piece  of  furni- 
ture specially  commissioned  and  supplied  by  Baldock 
in  January  1841,  which  is  stamped  with  the  ehb 
brandmark.  It  seems  beyond  all  reasonable  doubt  that 
this  mark  E  H  B  must  be,  therefore,  the  initials  of  Edward 
Holmes  Baldock. 

The  purpose  of  this  mark  remains,  however,  a 
mystery.  It  resembles  much  more  closely  the  brand- 
marks  of  castle  inventories  than  a  maker's  stamp  such 
as  were  used  by  French  furniture  makers  and  by  some 
English  cabinet  makers.  A  number  of  pieces  of  furni- 
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12.  Detail  of  the  writing-table  (No.  14). 


1 3 .  Engraving  after  a  design  of  Jacques  Callot  forming  part 
of  a  series  of  dwarfs  published  in  1616.  This  design  is  one  of 
four  copied  in  marquetry  on  the  nineteenth-century  table  top 
(r/.No.  12). 

14.  Early  nineteenth-century  satinwood  table  in  the  Louis  xv 
style.  The  table,  branded  ehb,  was  possibly  sold  by 
Baldock  to  the  Duke  of  Bucclcuch  in  1841. 

The  Duke  of  Buccteuch. 


ture  have  been  identified  which  definitely  pasj 
through  Baldock's  hands,  but  which  are  not  stam 
ehb.  Why  did  he  stamp  some  but  not  others?  1 
stamp  appears  on  both  genuine  eighteenth-centiy 
furniture  as  well  as  on  other  pieces  which  are  of  ni; 
tcenth-ccntury  date.  Did  Baldock  use  this  stamp  i 
furniture  supplied  only  over  a  particular  period  of 
career,  and  then  only  on  those  pieces  which  he  H 
made  or  which  he  had  altered?  Until  more  document! 
pieces  have  been  traced,  such  questions  must  remt 
unanswered. 

In  the  broader  context  of  Baldock's  activities  ■ 
secretaire  is  of  interest  because  it  was  new  when! 
supplied  it.  It  may  well  have  been  designed  by  hil 
Until,  however,  we  know  more  about  the  sort  of  wJ 
Baldock  was  having  done  in  his  workshops,  we  canr*  j 
tell  whether  the  secretaire  was  actually  made  on  M 
premises.  A  distinctive  aspect  of  its  floral  marquetrjM 
that  it  incorporates  flowers  of  engraved  ivory  wH 
others  of  stained  veneer  woods.  This  same  type  I 
marquetry  is  on  another  piece  of  furniture  in  the  Loll 
xv  style  which  was  undoubtedly  made  in  the  nirll 
teenth  century  and  which  is  also  at  Bowhill  (No.  iM 
Its  top  is  veneered  with  flowers  and  in  each  comer  wiM 
a  figure  in  a  cartouche  copied  from  a  series  of  designs  ■ 
dwarfs  by  Jacques  Callot,  which  was  published  in  i6§| 
(Nos.  12  and  13). 22 

When  more  is  discovered  about  the  modern  furrH 
ture  supplied  by  Baldock,  this  combination  of  floweB 
of  engraved  ivory  and  others  of  stained  veneer  woo«  \ 
may  emerge  as  a  distinctive  characteristic  of  his  sty  B 
or  of  that  of  his  furniture  maker  if  the  work  was  sufl 
contracted.  Tins  table  is  not  however  stamped  eh| 
and  though  there  are  a  number  of  entries  in  Baldockp 
bills  to  which  it  could  refer  it  cannot  be  identified  witB 
certainty.  The  other  table  stamped  ehb  (No.  i  5)  j|| 
veneered  with  satinwood  and  banded  along  its  upp< 
edge  with  kingwood.  In  shape  it  corresponds  to 
group  of  tables  mounted  with  Sevres  plaques  wliic 
are  stamped  by  Joseph  Baumhaucr  (inaitre-ebeuiste,  bv 
fore  1767,  died  1772).  One  such  table  which  is  no! 
however,  stamped  by  Baumhaucr  was  formerly  in  tl 
Duke  of  Abercorn's  collection  and  is  now  in  tl 
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Early  nineteenth- 
ury  satinwood 
e  in  the  Louis  xv 

The  table, 
)ded  e  h  b,  was 
iibly  sold  by 
dock  to  the  Duke 
iucclcuch  in  1841. 
Duke  ofBuccleuch. 


Caloustc  Gulbenkian  Collection,  Lisbon.-3  It  is  perhaps 
significant  that  it  too  bears  the  eh»  brandmark  and  is 
regarded  as  probably  of  nineteenth-century  date.  The 
Buccleuch  table  may  be  the  one  sold  to  the  Duke  011 
7  August,  1 84 1  for  £24  10.  0.  It  is  described  as  'A 
French  satin  wood  table  richly  banded  &  mounted'. 
Because  of  the  vagueness  of  this  description  it  is,  how- 
ever, unwise  to  be  categorical. 

In  these  two  articles  an  attempt  has  been  made  to 


bring  out  of  obscurity  a  London  dealer  of  the  first 
half  of  the  nineteenth  century  who  combined  the 
functions  of  a  latter-day  English  marchemd-mercier  with 
that  of  a  craftsman.  Much  has  still  to  be  found  out 
about  his  business,  in  particular  about  his  role  as  furni- 
ture maker  and  restorer.  Even  so  enough  has  been 
discovered  to  throw  some  light  on  the  man  and  his 
social  aspirations,  and  to  recognise  his  importance  as 
one  of  the  foremost  dealers  of  his  time,  who  from 
modest  beginnings  rose  to  the  heights  of  his  profession. 
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Kensington  Lewis  was  typical  of  many  early  nineteenth-century  entrepreneurs,  calculating 
and  foolhardy  but  with  an  eye  for  business  and  fine  objects  which  made  him  a  notewor  iy 
figure.  Lewis  was  a  retail  silversmith  who  specialised  in  fine  work  of  a  much  earlier  dte 
but  he  also  employed  Edward  Farrell,  one  of  the  most  remarkable  working  silversmiths- of  is 
day.  By  the  time  of  his  death  in  1854  Lewis  had  gone  from  rags  to  riches,  and  back  agai. 


KENSINGTON  LEW  [S 

A  nineteenth-century  businessman 
John  Culme 


The  pattern  of  Kensington  Lewis's  career  -  a 
gentle  rise,  dangerous  climax  and  sudden 
decline  -  was  not  unique.  Too  often  in  early 
nineteenth-century  England  success  involved  rapid 
over-expansion,  while  failure  led  to  bankruptcy  and 
disgrace.  Calculating  and  foolhardy,  pragmatic  but 
presumptuous,  Lewis  is  a  colourful  figure,  but  perhaps 
predictable  enough  to  escape  the  historian's  notice  if  it 
were  not  for  his  employment  of  the  working  silver- 
smith Edward  Cornelius  Farrell. 

When  Thomas  Dennett,  a  little-known  retail  silver- 
smith and  jeweller  of  2  New  Street,  Covent  Garden, 
was  declared  bankrupt  in  1802,  his  premises  were  taken 
by  a  Samuel  Solomon.  Solomon  was  in  a  similar  way 
of  business;  his  interests  extended  to,  or  were  possibly 
confined  to,  dealing  in  bullion  and  military  outfits  and 
accessories.  Little  is  known  of  his  former  activities,  or 
indeed  of  any  previous  connection  with  Dennett. 
Solomon,  a  Jew  of  German  or  Dutch  origin,  can  be 
traced  to  Kensington  where  two  of  his  four  children 
arc  known  to  have  been  born.  These  were  Simeon 
Kensington  Solomon  (1 789-1 867)  who  changed  his 
name  to  Salaman  during  the  1840s,  and  Lewis  Ken- 
sington Solomon  (<".  1 790-1 854)  who  changed  his 
name  to  Kensington  Lewis  in  or  before  181 1.  Samuel 
Solomon's  other  children  were  Catte  (Kate)  and 
David. 

In  addition  to  the  premises  in  New  Street,  Samuel 
Solomon  and  his  sons  Simeon  and  Lewis  also  had  a 
shop  at  1 1  Charing  Cross.  Solomon  seems  to  have 
acknowledged  a  definite  division  in  his  business,  per- 
haps occasioned  by  the  different  interests  of  Simeon 
and  Lewis.  Towards  the  end  of  1821,  Samuel 
Solomon's  family  presumably  underwent  a  crisis 
which  resulted  in  the  final  division  of  his  business. 
Failing  health,  or  even  acute  illness,  may  have  promp- 
ted him  to  dictate  his  will,  which  was  written  by  his 
wife,  Rachel,  and  signed  on  17  October  of  that  year. 
Less  than  two  months  later  on  10  December,  1821, 
papers  were  signed  announcing  the  dissolution  'by 
mutual  consent'  of  the  partnership  between  Solomon 


and  his  two  sons  as  'Silversmiths  and  Bullion-Deal 
at  New  Street  and  'Army  Tailors  and  Accoutreme 
Makers'  at  Charing  Cross.  Solomon  died  during 
following  winter  and  his  will  was  proved  on  24  A 
1822. 

Simeon  Kensington  Solomon  inherited  a  sum 
£700  and  a  joint  half  share  with  Lewis  of  the  leaseh 
premises  in  New  Street.  Rate  books  and  directories 
the  period  show  that  it  was  he,  and  not  Kensing 
Lewis,  who  took  over  the  house  in  Charing  Cross. 

When  domestic  silver  became  widely  available  fpi 
the  first  time  at  the  beginning  of  the  nineteenth  centuii 
there  was  a  corresponding  rise  of  interest  in  hi  I 
quality  items  of  modern  design.  Manufacture! 
largely  controlled  by  retail  goldsmiths  and  jewellel 
were  catering  for  two  distinct  markets.  As  opposed  I 
the  trade  in  domestic  wares,  the  more  prestigious  rjl 
toilers  and  manufacturers,  represented  by  firms  suchfl 
Rundell,  Bridge  and  Rundell  and  its  various  craftsmJ 
and  outworkers,  were  also  able  to  encourage  the  sale  1 
fine  old  silver.  Thus  at  an  early  date,  the  patronage  J 
the  Prince  of  Wales,  William  Beckford  and  othel 
established  a  fashion  which  contributed  to  the  traditic 
of  English  connoisseurship. 

In  1 8 16,  a  year  after  his  death,  the  executors  of  tl« 
eleventh  Duke  of  Norfolk,  that  ardent  collector  ag' 
'cold-Hearted  Sensualist',1  ordered  the  sale  by  aucticl 
of  certain  'Ancient  Massive  Plate,  Pictures,  &c.'.  Til 
occasion  of  the  dispersal  of  this  'most  intcrestin 
assemblage  of  articles  of  great  curiosity  and  value 
took  place  at  Christie's  on  24  and  25  May,  1816.  Froi 
among  the  'massive  pieces  of  sideboard  plate,  silver  an 
silver  gilt'  including  'embossed  and  chased  bowls,  cut 
and  salvers,  and  tureens,  a  carved  ivory  flaggon  of  fin 
workmanship;  also  a  few  paintings  .  .  .',  Kensingto 
Lewis  is  said  to  have  bought  two  lots.2  The  first  was  j 
one-handled  silver-gilt  cup  and  an  oval  salver  deco 
rated  with  'figures  of  marine  dieties'  or  'sea  nymph 
and  tritons  in  relief,  which  probably  dated  from  th 
seventeenth  century.  The  second  was  a  tankard  almos 
certainly  of  seventeenth-century  German  manufacture 
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which  was  sold  for  _£i57  ios.  Significantly,  the  cata- 
logue description  of  the  piece  could  as  well  have  been 
applied  to  one  of  Edward  Farrell's  important  works  of 
the  early  1820s:  'A  Noble  Tankard,  silver-gilt,  with 
large  compartment  on  each  side,  the  one  comprising  a 
feast  of  the  Gods,  in  exquisite  bas-relief,  the  other 
Apollo  and  Diana  slaying  the  Children  of  Niobc;  on 
the  lid  is  represented  Alexander  visiting  the  Tent  of 
Darius;  the  handle  fashioned  as  a  syren  -115  oz.'.  Such 
purchases  are  noteworthy  as  an  early  example  of 
Lewis's  interest  in  the  decorative  antique  silver  which 
was  to  dominate  his  business  activities  for  the  next  ten 
years. 

In  1822  Lewis  opened  a  retail  business  on  the  corner 
of  Ryder  Street,  at  22  St.  James's  Street.  Lewis  had 
broken  away  from  his  brother's  business  interests  and 
settled  down  as  a  married  man.  If  his  third  ambition 
was  to  earn  money,  this  too  was  fulfilled.  For  Lewis 
the  five  years  after  1822  were  probably  the  most 
prosperous  in  his  life.  In  turn,  this  success  was  instru- 
mental in  producing  the  most  extraordinary  group  of 
works  in  silver  of  the  period.  Made  in  the  workshop  of 
Edward  Farrell,  these  objects  and  their  unmistakable 
style  cannot  be  understood  without  reference  to 
Lewis's  establishment. 

Facts  about  Edward  Farrell  are  scarce.  He  was 
bom  in  Middlesex  at  some  time  between  1775  and 
1 78 1, 3  but  his  early  life  is  a  mystery.  From  1801  to 
1 8 1 8,  Farrell  was  resident  at  18  King's  Head  Court, 
Fetter  Lane,  Holbom,  and  from  1 8 1 8  until  his  death  in 
1850,  at  24  Brydges  Street,  Covent  Garden.  Not  until 
27  April,  1 81 3,  did  he  enter  his  first  mark,  as  a  plate 
worker,  at  the  Goldsmiths'  Hall  (No.  1a).4  At  what 
had  he  been  working  previously  in  the  'densely  in- 
habited' locality  of  King's  Head  Court?  The  only 
authority  which  supplies  a  clue  is  Holden's  Triennial 
Directory  of  1 805-1 807,  designating  him  a  'silversmith'. 
The  most  likely  explanation  is  that  he  was  an  out- 
worker or  journeyman  for  some  other  workshop,  and 


not  a  foreman  in  another  silversmith's  workshop. 

It  is  impossible  to  establish  when  Farrell  first  worked 
for  Kensington  Lewis.  The  earliest  positive  proof  of 
their  association  is  a  pair  of  Farrell  ewers  of  1824-1825 
said  to  have  been  'made  by  Lewis',  as  the  original 
retailer  when  they  were  sold  by  the  Duke  of  York's 
executors  in  1827.5  If  Lewis's  interest  in  antique  silver 
is  seen  as  a  contributing  clement  to  Farrell's  style,  then 
their  co-operation  must  be  said  to  have  started  a  little 
after  1815.  One  of  Farrell's  earliest  extant  works,  a 
wine  label  of  1817-1818  in  mid  eighteenth-century 
Irish  taste  (No.  2a),  if  not  a  direct  copy,  shows  an 
awareness  of  old  styles  peculiar  to  few  contemporary 
silversmiths.  In  fact,  almost  every  object  from  Farrell's 
workshop  during  the  period  18 15  to  1824  points  to  a 
growing  output  profoundly  influenced  by  antique 
models. 

Rundcll,  Bridge  and  Rundell  were  perhaps  the  first 
to  explore  the  possibility  of  reviving  seventeenth- 
century  styles,  probably  at  the  instigation  of  the  Prince 
Regent.  Items  in  this  category  in  the  royal  collection 
include  two  large  silver-gilt  dishes  of  1810-1811  and 

1812-  1813,  and  a  tankard  of  1811-1812,  all  chased  in  a 
seventeenth-century  manner  and  bearing  the  maker's 
mark  of  William  Pitts.  Rundell's  were  also  early  in 
investigating  eighteenth-century  rococo  styles,  as  seen 
by  a  massive  pair  of  wine  coolers  with  the  maker's 
mark  of  Paul  Storr  of  Storr  and  Company,  London, 

1813-  1814.6  William  Pitts,  with  or  without  Rundell's 
backing,  is  also  noted  as  having  worked  in  this  style 
with  a  pair  of  caryatid  candlesticks  of  1809-18 10, 
copied  from  mid  eighteenth-century  originals.7  Other 
items  not  attributable  to  any  specific  retail  outlet,  and 
which  should  be  included  in  this  group,  are  a  silver- 

2.  Two  wine  labels  with  the  maker's  mark  of  Edward  Farrell. 

a)  Cast  as  a  cherub  in  mid  eighteenth-century  Irish  style, 
London,  1817-1818. 

b)  Cast  as  an  elephant,  London,  1 S 1 8-1 819. 
Micliacl  Parkington. 
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gilt  tankard  of  1809-1810  and  another  of  1816-1817, 
both  decorated  in  similar  taste  with  an  applied  frieze  of 
cherubs  in  the  manner  of  seventeenth-century  ivory 
tankard  barrels. 

One  further  group,  more  closely  allied  to  Farrell's 
silver,  with  its  impressionistic  treatment  of  decorative 
details,  is  the  work  of  Samuel  Whitford  and  his 
associates.  Whitford  entered  his  first  mark  alone  on 
4  May,  18 12.  His  most  important  work  appears  to  date 
from  about  18 14  until  the  mid  1820s,  although  he  is 
known  to  have  been  in  business  until  the  1850s. 


Stylistically  comparable  with  Farrell's  work, 
Whitford's  seems  more  contained,  less  dramatic.  This 
is  demonstrated  by  two  silver-gilt  tankards,  dated 
1815-1816  and  1816-1817  (No.  3),  both  decorated 
with  figures  and  foliage  in  relief.  In  comparison,  the 
first,  from  Whitford,8  is  overshadowed  by  the  second, 
from  Farrcll,9  where  the  groundwork  and  border 

3.  Silver-gilt  tankard,  maker's  mark  of  Edward  Farrcll, 
London,  1816-1817.  Height:  1 1  inches. 
Photograph :  Christie's. 
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•11  into  a  riot  of  foliage  and  outstanding  berries, 
allelmg  Farrell's  in  a  similar,  though  less  productive 
nncr,  Whitford's  is  an  interesting  but  otherwise  un- 
tlained  oeuvre.  Furthermore,  it  is  not  yet  known 
,n  whom  Whitford  reecived  his  orders. 
Kensington  Lewis's  rise  to  prominence  after  opening 
St.  James's  Street  premises  can  be  explained  by  his 
ial  habits.  Within  a  short  time,  for  instance,  his 
iblishment  was  patronised,  and  advertised  as  being 
roniscd,  by  the  Duke  of  York.  Lewis  needed  little 
ouragement  to  develop  his  talent  for  sclf-advertisc- 
nt.  After  all,  his  expensive  purchase  at  the  Duke  of 
rfolk's  sale  had  been  made  when  he  was  still  only  in 
mid-twenties.  But  not  until  the  23  October,  1823, 
diirty-second  day  of  the  Fonthill  Abbey  sale,  did  he 
lise  the  full  advantages  of  newspaper  publicity, 
lowing  the  incident  involving  Harry  Phillips  the 
ll-known  auctioneer,  no  one  in  appropriate  circles 
ild  have  been  unaware  of  the  name  of  Kensington 
vis.  The  Salisbury  and  Winchester  Journal  reported 
details: 

-1  singular  scene  took  place  in  the  sale-room  at  Fonthill 
I  \bbeyon  Wednesday  last.  The  magnificent  Topaz  Cup 
No.  4],  which  has  been  so  long  considered  as  one  of  the 
hief  objects  of  curiosity  in  the  Abbey,  and  on  which 
h  nvenuto  Cellini  lavished  all  his  skill,  was  put  up  for 
ale.  A  Mr.  Lewis,  a  London  silversmith,  declared  it  was 
'  wt  a  topaz,  but  a  crystal!  This  assertion,  so 
mhesitatingly  made,  seemed  to  startle  the  company  who 
vere  assembled  to  witness  the  disposal  oj  this 
elebratcd gem.  Mr.  Phillips  expressed  his 
istonishnicnt  at  the  boldness  of  the  assertion,  and 
i  leclared  that  he  would  not  only  undertake  to  sell  it  as  a 
•  opaz,  but  would  realise  his  description  oj  it . . .  Mr. 
leckjord,  whose  refined  taste  and  judgement  were  so 
i  veil  known,  and  so  infinitely  superior  to  Mr.  Lewis's, 
tevcr  entertained  any  other  opinion  than  that  it  was  a 
I  opaz;  and  he  [Mr.  Phillips]  thought  Mr.  Lewis 
j  nesumed  too  jar  in  declaring  it  to  be  a  crystal, 
vnsidering  the  very  limited  acquaintance  he  had  with 
he  article 

1  Phillips  further  intimated  that  Lewis's  intervention 
is  a  ruse  by  which  he  might  buy  the  cup  cheaply ;  and 
I ;  auctioneer  was  later  praised  'for  the  great  coolness 
I  d  spirit  with  which  he  conducted  himself,  and  we  do 
!  t  envy  the  reproof  which  Mr.  Lewis  received'.  At 
I  lgth,  the  cup  was  put  up  at  three  hundred  guineas, 
I  t  'the  sale  proceeded  heavily,  and  this  splendid  jewel 
is  knocked  down  for  600  guineas -a  sum',  continued 
i :  report,  'which  must  be  considered  as  far  below  its 
lue. . .  '.10 

j  A  slightly  shortened  version  of  the  Salisbury  and 
'inchester  Journal  article  was  published  in  The  Times  of 
October,  1823,  a  move  which  added  an  editorial 

j  ;ult  by  leaving  unaltered  the  reference  to  'A  Mr. 
wis,  a  London  Silversmith  .  .  .'.  Seeing  his  chance 


4.  Detail  of  a  cut  from  Delineations  of  Fonthill  and  its  Abbey,  7 
by  John  Rutter,  1823,  showing  the  'Cellini'  cup  or  vase 
with  the  dragon  handle. 


for  further  publicity,  and  perhaps  revenge,  Kensington 
Lewis  replied  on  3  November,  stressing  that  he  was 
'extremely  unwilling  to  obtrude  [himself]  upon  the 
notice  of  the  public'.  Nevertheless,  he  made  certain  of 
its  publication  by  paying  for  its  insertion  as  an 
advertisement.  Declaring  that  his  intentions  in  making 
the  objection  were  honourable,  Lewis  observed:  'on 
the  vase  being  put  up  for  sale,  which  it  was  with  one  of 
Mr.  Phillips's  usual  flourishes,  I  asked,  "if  he  would  sell 
it  as  a  topaz?"  This  was  a  question  which  those 
acquainted  with  the  practice  of  sales  by  auction  must 
be  aware  was  quite  of  course,  and  oidy  required  Mr. 
Phillips  to  have  answered  in  the  affirmative  or  negative, 
and  all  doubts  on  the  subject  would  have  been  set  at 
rest;  but  to  the  surprise  of  myself  and  other  persons 
present,  he  became  greatly  incensed  ...  It  was  not 
until  after  [his]  observations,  that  I  candidly  declared 
my  judgement  on  the  subject;  but,  notwithstanding 
his  declaration,  the  sale  proceeded,  and  the  vase  was 
knocked  down  for  600  guineas!  How  far  this  sum  was 
below  its  actual  value,  its  history,  which  I  shall  here- 
after give,  will  sufficiently  show'. 

Lewis,  it  seems,  was  determined  to  question 
Phillips's  conduct  of  the  sale  in  general,  and  continued 
by  pointing  out,  'that  the  conditions  of  sale  at  Fonthill 
Abbey  did  not  bind  [Phillips]  to  any  description  he 
might  give  .  .  .'.  Here  he  gave  the  fourth  condition 
printed  in  Phillips's  catalogue:  'The  lots  to  be  cleared 
away,  with  all  fmlts  and  errors  of  description,  at  the 
purchasers'  cxpencc,  without  reference  to  the  identity 
of  subject  or  master'.11  'Surely',  Lewis  argued,  'if  Mr. 
Phillips  never  sells  under  "false  descriptions",  or,  as  his 
duty  demands,  without  first  satisfying  himself  as  to  the 
"identity  of  subject  or  master",  this  condition  must 
have  been  unnecessary  ...  As  to  his  threat  of  legal 
proceedings  against  mc,  he  may  be  assured  that  I  shall 
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meet  him  in  Westminster  Hall,  where,  perhaps,  I  may 
have  an  opportunity  of  exhibiting  a  little  more  of  his 
"practices,  sense  of  honesty,  and  manner  of  doing 
business"  '.  This  personal  attack  on  Phillips,  which  was 
answered  in  a  dignified  letter  to  The  Times  of  17 
November,  1823,  may  be  seen  as  a  statement  of  the 
old,  and  continuing,  criticism  levelled  by  dealers  at 
auctioneers'  conditions  of  sale. 

In  the  conclusion  to  his  advertisement,  which  gives 
the  recent  history  of  the  cup,  Lewis  throws  light  on  the 
dealings  of  the  contemporary  retail  trade.  He  states: 
'I  have  traced  [the  cup]  originally  to  have  been  in  the 
possession  of  Mr.  Stanley,  of  Bond-Street,  who  offered 
it  twice  for  sale  by  auction  for  about  300  1,  but  was 
unable  to  obtain  that  bidding,  and  ultimately  sold  it 
for  considerably  less.  I  have  Mr.  Stanley's  authority 
for  stating,  that  the  vase  was  in  his  possession  for  a  year 
and  a  half  at  that  price;  and  during  that  time  he 
repeatedly  offered  it  to  the  trade,  including  Mr.  Farmer 
of  Tavistock-Street,  and  Mr.  Foster,12  who  are  well- 
known  dealers  in  articles  of  vertu,  without  being  able 
to  obtain  a  purchaser.  It  ultimately  got  into  the  hands 
of  Mr.  Baldock,  of  Hanway-Street,13  who  sold  it  to 
Mr.  Beckford  for  less  than  300  1'.  William  Beckford's 
own  opinion  of  the  cup  transcended  any  such  mer- 
cenary considerations.  Delighted  with  his  purchase,  he 
wrote  to  his  friend  Gregorio  Fcllipc  Franchi:  'If 
anything  could  enchant  a  timid  and  religious  soul,  it 
would  be  the  incredibly  rich  and  sublime  effect 
produced  by  Cellini's  stupendous  dragon  alongside  the 
conch  in  the  Bouchardon  cabinet:  diamonds,  topaz 
and  enamel  -  everything  glitters  in  a  magical  way. 
The  little  piece  of  scarlet  leather,  on  which  this  sublime 
objet  il'art  rests,  looks  so  well,  and  the  height  of  the  vase 
is  so  correct  when  it  is  grouped  with  the  conch  ...'.' 4 

The  confrontation  at  Fonthill  Abbey  apparently  did 
little  to  check  Lewis's  plans,  for  during  1825,  or  early 
111  1 826,  he  opened  another  shop  in  addition  to  the  one 
in  St.  James's  Street.  These  new  premises,  146  Regent 
Street,  had  been  recently  vacated  by  Edward  Gafhn,  a 
scagliola  manufacturer,  statuary  and  mason.  Regent 
Street,  built  between  1 81  3  and  1 820,  no  doubt  appealed 
to  Lewis  for  its  importance  as  a  new  and  imposing 
thoroughfare  which  would  attract  potential  customers. 
Nevertheless,  the  business  at  22  St.  James's  Street  was 
not  neglected.  This  is  proved  by  a  short  article  which 
appeared  in  Rudolph  Ackerman's  Repository,  the 
fashionable  periodical,  which  described  'twelve  very 
curious  silver  ornaments  then  in  Lewis's  possession. 
These  were  the  Aldobrandini  tazze  (No.  5),  now 
thought  to  be  of  French  or  Italian  origin,  and  to  have 
been  made  between  about  1570  and  1580,  but  in  1826 
they  were  stated  to  be  'by  the  celebrated  Italian  artist, 
Benvenuto  Cellini  .  .  .'.  The  tazzc  must  have  boosted 
Lewis's  reputation;  they  looked  magnificent,  quite 
apart  from  their  modern  importance  as  one  of  the  few 
surviving  Renaissance  services  of  silver. 

By  handling  such  works  as  the  Aldobrandini  tazze, 


0.  Trade  card  of  Kensington  Lewis,  22  St.  James's  Street, 
c.  1822-1827. 

Heal  Collection,  British  Museum. 
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nsington  Lewis  confirmed  Ins  intention  of  offering 
sale  'A  Large  Assortment  of  Antique  &  Second 
nd  Plate  in  General'  (No.  6).  This  was  only  part  of 
truth ;  in  view  ofv\  hat  he  sold  to  the  1  )uke  of  York, 
example,  this  statement  seems  only  to  emphasise 
interest  in  current  antique  styles.  Reproductions, 
xeations'  of  old  models,  and  refurbished  items  arc 
likely  to  have  been  equated  by  Lewis,  or  indeed  by 
trade  in  general,  with  modern  silver.  Of  the  seven 
jwn  items,  or  groups  of  items,  made  under  the 
ection  of  Farrell  and  sold  by  Lewis,  three  were  once 
ncd  bv  the  Duke  of  York.  These  are  a  pair  of  dishes 
1  a  pair  of  ewers  or  praefericula  all  of  1824-1825,15 
1  the  candelabrum,  'hercules  attacking  the 
dra'  of  1824/25/26  (No.  7)."'  With  several  other 
11s  from  the  Duke  of  York's  collection  which,  on 
listic  grounds,  can  be  judged  to  have  the  same 
iree,  they  form  one  of  the  most  imposing  groups  of 
Iv  nineteenth-century  plate.  Lewis  was  indeed  for- 
utc  111  finding  a  craftsman  as  capable  as  Farrell  to 
reate  all  the  qualities  of  the  old  silver  he  seems  to 
;e  admired.  Lewis's  dealings,  after  all,  involved  the 
>ply  of  ancient  works  which  might  otherwise  have 
•n  difficult  to  obtain. 

\mong  other  items  from  the  Duke  of  York's  coi- 
tion which  appear  to  have  come  from  Farrell's 
•rkshop  were  three  candelabra,  one  about  thirty- 
ir  inches  and  two  nearly  twenty-eight  inches  high. 17 
e  largest  was  'composed  of  a  figure  of  neptune,  one 
x  supported  upon  a  sea  horse,  but  standing  upon  a 
:k  covered  with  marine  productions.  The  right  arm 

the  figure  supports  a  shell  upon  his  head,  from 
lieh  springs  a  hydra  with  five  necks,  bearing  five 
nces  for  lights,  the  whole  producing  a  truly  splendid 
:ct  .  .  .  542  oz.  10  dwts.'.  Another  item,  'a  magnifi- 
slT  cistern,  i8t  inches  in  diameter  .  .  .'  similarly  can 

linked  with  Farrell's  interest  in  decoration  which 
roduced  human  forms  in  the  manner  of  late  six- 
nth  and  seventeenth-century  repousse  plaques:  'On 
!  outside  ot  the  bowl  are  represented  combats  of 
man  gallies,  with  numerous  figures  very  spiritedly 
signed  .  .  .'.'8  Similar  decoration  appears  on  a  dish 
presenting  a  banquet  of  the  gods  .  .  .',19  two  others 
th  a  'roman  triumph  setting  out  from  a  ruined  city, 
mposed  of  a  multitude  of  figures,  some  of  them 
lolly  detached  from  the  ground  of  the  dish  .  .  .  V" 
d  'a  superb  monteth  [sic],  round  which  is  repre- 
lted  Alexander's  battle  of  the  granicus,  in  a  very 
rited  group  of  about  twenty-seven  figures,  executed 
very  high  relief  .  .  .'.2]  In  view  of  the  workmanship 
/olved  in  such  objects,  readily  identifiable  with 
.ich  of  Edward  Farrell's  extant  work,  it  is  hardly 
•prising  that  at  a  similar  time,  1828  and  1829,  he 
pears  111  the  Loudon  Post  Office  Directory  as  a  'working 
irersmith  and  chaser'. 

In  addition  to  working  as  a  'recreator',  Farrell  also 
:ed  as  a  'refurbisher'.  This  can  be  seen  from  two 
itching  silver-gilt  tazze  (Nos.  8a  and  b)  from  the 


7.  The  sil  vcr-gilt  candelabrum,  'hercules  attacking  the 
hydra',  maker's  mark  of  Edward  Farrell,  London, 
1824/25/26.  Height:  35  inches. 
Photograph :  Clirislic's. 
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One  of  a  set  of  three  silver-gilt  sideboard  dishes,  the  centre 
with  a  copy-cast  p.;  que,  probably  from  a  seventeenth-century 
original,  maker's  mark  of  Edward  Farrell,  London,  1 822-1 823. 
Diameter:  18J  inches. 
Photograph :  Sotheby's. 
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F  lerstonhaugh  collection  which  was  once  rich  in 
i  iilvcr.  Both  tazze  had  stems  and  feet  decorated  in 
I  sixteenth-century  style  and  bowls  with  raised 
5  res,  one  depicting  St.  Paul  at  Malta.  While  both 
I  ;Farrell's  maker's  mark,  and  the  London  hallmark 
5  1 824-1 825,  an  inscription  on  the  base  of  one  read : 
1  ;  new  Foot  has  been  made  to  receive  a  Dish  of 
L  cnown  Assay  of  the  weight  of  21  ozs.  15  dwts.'.22 
I  bowl  or  dish  was  probably  Dutch  and  made  in 
1  ut  1670.  That  Farrcll  was  not  alone  in  this  type  of 
p  k  is  proved  by  two  other  similarly  altered  tazze 
v  1  cherub  stems  in  the  Royal  Collection.  These  are 
i  )f  seventeenth-century  German  origin  except  for 
:  of  the  bases  bearing  the  maker's  mark  ia,  the 
l[  don  hallmark  for  1 827-1 828,  and  the  inscription: 
'.  y  30,  1827.  Tins  plate  and  foot  made  to  receive  a 
c  lallion  and  figure  of  unknown  assay  weighing 
1  oz.  10  dwt.'.  Furthermore,  the  Duke  of  York's 
:  ection  contained  another  pair  of  antique  tazze  'by 
i  /is',  'The  lower  part  of  the  bowl  and  the  foot,  of 
[     are  modern;  made  to  complete  the  pair'. 

he  idea  behind  a  phrase  such  as '.  .  .  made  to  com- 
I  e  .  .  .  was  obviously  present  when  Farrell  was 
I  :d  upon  to  make  up  three  sets  of  three  sideboard 
I  es.  The  first  of  these,  again  in  the  Royal  Collection, 
lprises  one  seventeenth-century  dish,  embossed  and 
;ed  with  a  border  of  large  blooms  and  with  a  centre 
le  representing  the  Good  Samaritan.  The  other 
>  dishes  in  the  set  bear  the  London  hallmark  for 
I  9-1820,  but  in  each  case  the  centre  is  fitted  with  an 
jj  ier  plaque.  The  second  and  third  sets,  dated  1822/ 
tj  14  (colour),  both  had  similar  borders,  but  each  of 
q  ;e  six  dishes  contained  one  of  only  three  different 
||  ies.23  A  scene  common  to  both  sets  was  a  seven- 
I  ith-century  Flemish  plaque  of  St.  Paul  at  Malta, 
I  led  with  the  initials  pg  in  monogram  on  one.  The 
c  er,  of  the  same  subject,  was  a  Farrell  casting.  Nor 
(  Farrell  limit  his  output  in  this  direction  by  simply 
(  ling  a  profitable  use  for  old  plaques.  There  is  evid- 
c  e,  from  the  Fetherstonhaugh  collection,  that  he  may 
I  e  chased  old  pieces  of  plate,  a  custom  which  was  to 
U  ome  widespread  during  the  middle  of  the  nine- 
U  ith  century.  An  example  of  this  is  a  monteith  bowl 
1  £720-1721  (No.  9),  which  was  later  chased  with  an 
t  lestrian  battle  scene.  Although  the  later-added  foot, 
a  ick  as  the  law  required  with  the  London  hallmark 
fl  1824-1825,  had  no  maker's  mark,  the  nature  of  the 
n  nrbishing  of  the  bowl  leaves  little  doubt  as  to  its 
J  nor.2* 

There  is  a  strong  possibility  that  Lewis  was  patron- 
i  I  by  the  Fetherstonhaughs,  as  we  see  from  a  pair  of 
1  ads  from  Farrell's  workshop,  dated  1831-1832  and 
1  nped  with  the  retailer's  signature:  'lewis  silver- 
!  th  London'.  As  this  was  the  case,  it  is  interesting  to 
ij  d  that  a  pair  of  pilgrim  bottles,  with  the  maker's 
I  rk  of  Edward  Farrell,  London,  1 823-1 824,25  whose 
I shape  and  decoration  closely  resemble  a  pair  in  the 
•j  yal  Collection  with  the  maker's  mark  of  George 
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8a  and  b.  One  of  a  pair  of  silver-gilt  tazze,  maker's  mark  of 
Edward  Farrell,  London,  1824-1825.  Diameter:  8$  inches. 
One  of  the  bowls  unmarked,  probably  Dutch,  c.  1670.  One  of 
the  feet  engraved:  this  new  Foot  has  been  made  to  receive  a  Dish 
of  Unknown  Assay  of  the  weight  of  21  ozs.  15  dwts. 
Photograph :  Christie's. 
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9.  A  'rc-furbishcd'  monteith  bowl,  London  1720-1721, 
later-chased  and  silver-gilt,  the  added  foot  bearing  London 
hallmark  for  1 824-1 825,  probably  the  work  of  Edward  Farrcll. 
Diameter:  12I  inches. 
A.  and  B.  Bloomstein. 


Garthome,  London,  1690-1691.  Furthermore,  each  of 
the  latter  is  engraved:  'His  Royal  Higlmcss  The  Duke 
of  York'.  The  Duke  of  York's  bottles  are  engraved 
with  the  Royal  Armorials;  those  from  the  Fetherston- 
haugh  collection  bore  that  family's  coat-of-arms.  In 
common  with  a  pair  of  silver-gilt  sideboard  dishes 
(No.  10)  from  the  same  source,  maker's  mark  of 
Edward  Farrcll,  London,  1824-1825,26  these  arms  are 
enclosed  within  elaborate  engraved  cartouches,  the 
details  of  which  include  a  pair  of  enraged  horses  based 
on  a  seventeenth-century  design  for  a  cartouche  (No. 
11)  from  the  set  'Raccolta  di  varii  capricci'  by  Stefano 
dclla  Bella  (161 0-1664). 

If  the  decline  in  Kensington  Lewis's  retail  business 
can  be  attributed  to  any  one  factor,  it  was  the  death  on 
5  January,  1827,  of  his  chief  client,  the  Duke  of  York. 


Because  the  Duke  left  debts  of  between  -£200,000  and 
£500,000,  his  executors  took  the  unusual  step  of  order- 
ing his  collections  to  be  sold  by  auction.  So,  with  much 
publicity,  James  Christie  announced  a  series  of  sales  at 
King  Street,  St.  James's,  which  included  four  days, 
19-22  March,  1827,  for  the  plate.  Tickets  for  the  view 
were  distributed,  and,  because  of  the  response,  those 
wishing  to  attend  the  sales  were  required  to  show  a 
copy  of  the  catalogue  upon  entry.  Lewis  might  have 
felt  apprehensive  when  Christie  declared  from  the 
rostrum  that  the  executors  had  instructed  him  to  sell 
every  tiling  'without  the  slightest  reserve'. 

Lewis  had  reason  to  be  worried;  of  the  one  hundred 
and  eleven  lots  offered  on  the  first  day's  sale  of  plate, 
many  items,  as  we  have  seen,  were  newly-made  and 
bought  from  him  during  the  preceding  four  or  five 
years.  The  lots  included  the  Hercules  and  Hydra 
candelabrum  and  its  three  companions  (lots  62,  63,  64 
and  65);  'sumptuous'  tureens,  their  surfaces  'covered 
with  vegetables  in  high  relief,  very  boldly  executed' 
(lots  21,  22,  27  and  28) ;  the  cistern,  eighteen  and  a  half 
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One  of  a  pair  of  silver-gilt  sideboard  dishes 
"Edward  Farrcll, 


Three  cartouches  by 
•fano  dclla  Bella  (1610-1664), 
•m  the  set  'Raccolta  di  varii  capricci' 
:toria  and  Albert  Museum. 


F^XiA Turku  £<cuJ.  Cum &unI-Xelu  City 


12.  Two  silver-gilt 
dessert  spoons,  'the 
handles  formed  of 
Bacchanalians  bearing 
baskets  of  grapes  upon 
their  heads',  maker's 
mark  of  Edward 
Farrell,  London, 
1816-1817. 
Photograph: 
Sotheby's. 
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inches  in  diameter  (lot  61) ;  the  two  pracfericula  or  ewers 
and  dishes  (lots  66,  67,  95-98)  ;27  the  monteith  (lot  71) ; 
sets  of  'massive'  dessert  knives,  forks  and  spoons  (No. 
12),  'the  handles  formed  of  Bacchanalians  bearing 
baskets  of  grapes  upon  their  heads'  (lots  90,  91  and  92) ; 
and  several  items  of  'superb  tea  plate',  variously 
decorated  with  'massive  chasings'  including  'Gany- 
mede giving  drink  to  the  eagle,  Bacchanalian  Boys  in 
the  vintage,  and  dogs  baiting  a  panther'  (lots  100-111). 

In  spite  of  the  high  quality  of  the  lots,  the  first  day's 
sale  was  not  an  unqualified  success.  'The  silver,  it  was 
said  by  those  who  were  present  of  the  trade,  was  sold 
remarkably  cheap  .  .  .  one  noble  piece  of  silver-gilt 
plate  [the  Hercules  and  Hydra  candelabrum]  .  .  .  not 
fetching  more  than  the  gilding  would  cost  .  .  .  only 
made  6s  an  ounce.  The  cost  price  was  about  a  guinea 
and  a  half  an  ounce'.  The  relative  prices,  therefore, 
were  approximately  £345  and  -£1,200.  'The  sacrifice, 
said  Mr.  Christie,  was  here  "indeed  great".  There  is 
only  one  duplicate  of  this  in  England'.  This  trend  was 
further  shown  in  the  prices  of  the  eighteen  and  a  half 
inch  cistern  which,  having  cost  the  Duke  of  York 
-£1,500  at  Lewis's  was  repurchased  by  Lewis  for  only 
.£446.  In  fact,  Lewis  bought  a  number  of  other  im- 
portant lots  including  his  'neptune'  candelabrum  (lot 
63),  and  the  monteith  (lot  71). 

The  remaining  three  days  of  the  sale,  in  contrast  to 
the  first,  included  both  new  silver  from  Rundell, 
Bridge  and  Rundell  and  Garrard,  and  old  and  new  silver 
from  various  sources  including  Kensington  Lewis. 
Prices,  especially  for  the  old  plate,  seem  to  have  been 
high:  'in  many  instances  more  than  the  purchasers 
would  have  been  required  to  give,  had  they  stepped  in 
to  any  respectable  silversmith's  shop  in  London'. 
Reporting  on  the  last  day's  sale,  The  Times  observed 
that  'the  prices  at  which  the  articles  were  knocked 
down  in  many  instances  far  exceeded  the  original  cost. 
Among  the  most  elegant  and  superb  pieces  of  plate, 
were  some  rich  tazzas,  of  highly  finished  workman- 
ship, manufactured  by  Mr.  Lewis,  his  Royal  High- 
ness's  silversmith  and  jeweller.  These  articles  excited 
universal  admiration,  and  great  competition  was  mani- 
fested to  possess  them:  they  were  sold  at  30s  an  ounce, 
several  shillings  an  ounce  beyond  the  cost  price'.  This 
referred  to  lots  25,  26  and  27,  two  single  tazze,  and  the 
pair  of  tazze  for  which  one  had  had  a  new  bowl  and 
foot  'made  to  complete  the  pair'.  Similarly,  the  sale  of 
lot  47:  'A  superb  service  of  toilette  plate,  which  was 
formerly  the  property  of  Her  Majesty,  Queen  Anne', 
was  also  favourable.  'There  was  much  competition  for 
tins  lot.  It  was  sold  for  double  what  it  cost  the  illus- 
trious possessor  about  four  years  ago,  who  purchased 
it  from  his  silversmith,  Mr.  Lewis'. 

On  22  March,  1827,  Lewis,  confirming  his  con- 
tinued preoccupation  with  old  plate,  bought  lots  1  and 
5,  a  William  and  Mary  salver  on  foot  which  had  come 
from  Beckford's  collection  at  Fonthill,  and  a  Charles  11 
praefericulum.  Again  at  the  sale  of  jewellery  and  other 


items  on  30  March,  1827,  giving  their  support,  'Mr. 
Bridge28  and  Mr.  Lewis,  the  two  eminent  silversmiths 
and  jewellers',  were  'the  principal  purchasers  of  the 
most  valuable  and  splendid  articles'.  Their  rivalry  is  in- 
dicated in  the  same  report  of  the  sale  of  lot  5 1,  a  chron- 
ometer from  Breguet  of  Paris.  'The  competition  for 
tins  lot  was  exceedingly  great:  Mr.  Bridge  and  Mr. 
Lewis  outstripped  all  other  competitors.  The  last  bid- 
ding by  the  latter  was  175  guineas,  when  the  former 
advanced  5  guineas,  and  it  was  knocked  down  to  him'. 

A  notable  exception  to  the  successes  in  the  last 
three  days  was  the  sale-price  of  another  'noble  work' 
of  modern  silver,  the  Duke  of  York's  copy  of  the 
Achilles  Shield.  Tins  had  been  made  at  Rundell's 
during  the  early  1820s  under  the  direction  of  its 
designer,  John  Flaxman.  According  to  Rundell's  own 
account,  given  in  about  1843,  they  had  paid  him  one 
hundred  guineas  for  four  models  and  twenty-six 
drawings  for  the  shield  in  18 10,  and  seven  years  later, 
upon  receiving  the  final  model,  a  further  five  hundred 
guineas.  'The  completed  shield  had  cost  his  late  Royal 
Highness  2000  1.  There  were  but  five  copies  of  it  in 
existence,  three  of  which  were  in  the  possession  of 
different  noblemen,  and  the  fourth  was  in  the  hands  of 
Messrs.  Rundell  and  Co.'.  On  putting  it  up  for  sale, 
Christie  announced  that  he  had  a  commission  of 
j£i,ooo,  whereupon  Mr.  Bridge  'immediately  bid 
1,000  guineas,  and  as  there  were  no  other  competitors, 
it  was  knocked  down  to  him  at  that  sum'.  It  was  later 
revealed  that  the  shield  had  been  bought  on  behalf  of 
the  Duke  of  Cambridge. 

The  comparative  figures  given  here,  indicating  as 
usual  the  difference  between  retail  and  saleroom 
prices,  are  interesting  for  two  reasons.  Firstly,  they 
show  a  growing  appreciation  of  antique  plate,  and 
secondly  they  highlight  the  enormous  cost  of  modem 
plate.  On  the  occasion  of  orders  from  an  important 
client,  the  calculation  of  the  price  may  not  have  been 
confined  merely  to  the  cost  of  materials,  the 
workman's  'fashion',  Government  duty,  and  the 
retailer's  profit.  Probably  account  was  also  taken  of  the 
fact  that  the  bill  might  not  be  settled  for  a  long  time, 
in  the  case  of  the  Duke  of  York  for  many  years. 
Allowing  credit,  which  had  been  positively  en- 
couraged during  the  Regency,  was  publicly  con- 
demned by  the  1830s,  largely  as  a  result  of  the  confused 
affairs  of  the  Duke  of  York.  His  creditors  united  to 
plead  for  retribution,  and  were  championed  by  the 
press.  'Had  the  creditors  of  his  royal  highness  judged 
that  illustrious  individual',  wrote  The  Sun,  'by  the 
same  standard  by  which  they  judge  the  rest  of  their 
fellow-citizens,  they  would  not  have  been  in  their 
present  deplorable  predicament ...  It  was  a  sad  blun- 
der, but  they  will  never  make  it  again,  we  suspect  -  at 
least  not  where  royalty  is  concerned'. 

While  Rundell,  Bridge  and  Rundell  had  concluded 
successful  negotiations  in  the  matter  of  debts  due  from 
the  Duke  of  York,  others  were  less  fortunate.  Thomas 
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dct,  another  early  nineteenth-century  retail 
r,  smith,  trembling  on  the  brink  of  insolvency  since 
I  .,  finally  became  bankrupt  in  1841,  when  it  was 
\  vn  that  he  was  still  owed  £6,000  by  the  Duke  of 
{  s's  estate.  This  was  quite  apart  from  various  other 
i|  s,  including  £12,246  owed  by  Sir  George  Bowycr. 
:,  this  debt,  however,  Hamlet  was  given  some 
ai  Taction;  on  the  instructions  of  the  Sheriff  of 
J  <.ingham,  a  collection  of  pictures  was  removed 
rj  1  Bowycr's  seat,  Denham  Court,  and  sold  as 
-]  Jet's  property  at  Christie's  in  May  1841. 

would  be  difficult  to  estimate  exactly  how  much 
(  >ine;ton  Lewis  was  affected  by  these  problems, 
r  fact  remains,  however,  that  with  the  death  of  the 
I  e  of  York,  he  had  lost  his  most  important  client, 
r'  Duke  still  owed  at  least  £2,326  13s.,  a  sum  Lewis 
|i  not  receive  until  about  1845.  The  new  shop  in 
I  ;nt  Street  was  closed  and  taken  over  by  a  'fancy 
I  -houseman',  John  Turtill.  According  to  local  rate 
I  cs,  Lewis  ceased  payments  on  the  premises  at  some 
ij  between  May  1827,  and  April  1828.  Furthermore, 
f  is  accepted  that  Edward  Farrell  received  most  of 
1:.  orders  for  works  from  Lewis,  it  is  necessary  to 
I  nine  his  output  as  a  whole.  Of  the  eighty  different 
I  s  which  have  been  traced,  bearing  Farrell's  maker's 
1  <  and  dated  between  1814/15  and  1847/48,  fifty- 
e!  n  were  made  between  1814/15  and  1826/27,  one 
I'  ng  1827/28,  and  only  twenty-two  between 
:  1/30  and  1847/48  This  points  to  a  change  in  Farrell's 


circumstances,  perhaps  confirmed  by  his  regularly 
appearing  in  trade  directories  only  from  1828.  Though 
his  work  after  this  date  was  still  inspired  by  old  de- 
signs, Farrell  was  no  longer  called  upon  to  supply  a 
wide  variety  of  articles,  such  as  the  snuff  boxes,  table 
silver,  sideboard  dishes,  ewers  and  candelabra  of  his 
career  in  the  twelve  years  after  18 14.  In  contrast  his 
later  pieces  chiefly  consist  of  the  highly  decorated 
'Teniers'  tea  and  coffee  sets  (No.  13)  or  copies  of  mid 
eighteenth-century  English  and  Irish  domestic  plate 
(Nos.  14  and  15). 

For  the  remainder  of  his  life,  Edward  Farrell  lived  at 
Brydges  Street,  Covcnt  Garden,  where  latterly  he  may 
have  been  assisted  by  his  son-in-law,  William 
Wcatherhcad,  who  was  also  a  silversmith.  Farrell  died 
on  16  March,  1850,  and  left  certain  freehold  and  lease- 
hold land  and  leasehold  premises  to  his  daughter,  Ann 
Sarah.  She  in  turn  died  in  i860,  a  widow,  leaving 
effects  valued  at  less  than  £20.  Her  will  is  the  last 
reference  traced  of  Edward  Farrell's  family  in  the 
records. 

Although  it  is  impossible  to  be  precise,  the  link 
between  Edward  Farrell  and  Kensington  Lewis  seems 

13.  A  silver  teapot,  decorated  in  the  style  of 'Teniers', 
maker's  mark  of  Edward  Farrell,  London,  1833— 1834, 
also  struck  with  Kensington  Lewis's  retailer's  signature. 
Height :  6  inches. 
Victoria  and  Albert  Museum. 
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14.  A  silver  teapot,  maker's  mark  of  Edward  Farrell, 

London,  1832-1833.  The  silver  handle  a  later  addition,  maker's 

mark  probably  of  William  Moulson,  London,  c.  1845. 

Height :  6  inches. 

Photograph:  Sotheby's  Belgravia. 


1 5.  A  Bottger  red  stoneware  teapot,  Germany,  c.  171 5. 
Arthur  Hurst  Bequest,  I  'ktoria  and  Albert  Museum. 
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iavc  come  to  an  end  during  the  mid  r830s.  The 
st  evidence  of  their  connection  is  a  teapot  of 
3-1834  (No.  13).  Nothing  lias  yet  been  traced  to 
gest  that  Farrell  was  ever  associated  with  any  other 
iil  goldsmith.  Lewis,  on  the  other  hand,  in  con- 
ling  his  business,  employed  the  working  silver- 
th,  Benjamin  Preston  of  41  Coppice  Row,  Clerk- 
veil.  Having  been  apprenticed  to  Edward  Barnard 
Ernes  and  Barnard  in  1810,  Preston  obtained  his 
•dom  in  t  8 1 7,  and  entered  his  mark,  on  16  Septem- 
[825.  The  only  piece  of  his  plate  w  hich  has  been 
nd  to  bear  Lewis's  stamped  label  is  a  silver-gilt 
scrt  stand  of  1834-1835  (No.  16).  From  this  and 
ei  examples,  it  can  be  seen  that  neither  in  style  nor 
sh,  does  his  work  bear  any  resemblance  to  that  of 
vard  Farrell.  In  fact,  the  dessert  stand,  with  its 
age  and  spume-like  bowl,  is  closely  allied  to  the 
lionable  naturalism  in  plate  encouraged  by  Knight's 
es  and  Ornaments  (Nos.  17a  and  b),  published 
ing  1833. 

he  second  and  only  other  piece  of  evidence  which 
ves  their  association,  is  a  letter  from  Lewis  to 
stem,  addressed  from  22  St.  James's  Street  and  dated 
lay,  1836: 

ir.  Lewis  informs  Mr.  Prcs[ton]  (hat  he  must  have  the 
")raw\ing\  oj  the  Cup  he  is  making  for  him,  without 
\il  by  tomorro[w]  Saturday  afternoon,  the 
H'ntlc[man]  has  just  been  here  &  otherwise  he  will 
)sethe  opportunity. 

jestingly,  the  back  of  this  letter,  used  as  a  piece  of 
ip  paper,  bears  some  unsigned,  undated  sketches 
eved  to  be  the  work  of  the  silver-chaser,  William 
s.  The  nature  of  his  connection  with  either  Lewis 
Preston  remains  open  to  speculation.  Preston 
tinued  at  Coppice  Row  until  his  retirement  in 
ut  1865,  when  the  business  seems  to  have  closed. 
)uring  1838,  Kensington  Lewis,  then  in  his  late 
:ies,  gave  up  his  interest  in  the  business  at  22  St. 
les's  Street.  Far  from  retiring,  Kensington  Lewis 
ved  with  his  family  to  18  Stratford  Place,  Oxford 
iet,  where  he  devoted  his  energies  to  a  new  career : 
perty  speculation.  Evidence  suggests  that  he  had 
iched  this  new  venture  oidy  a  few  years  after  the 
ke  of  York's  sale.  The  fact  remains  that  his  business 
vities  were  always  complex,  though  on  his  own 
uission,  'he  could  account  for  every  pound  he  had 
:ived  or  expended'  since  about  18 19.  That  he  was 
cannot  be  denied.  His  enthusiasm  for  business, 
the  other  hand,  proved  the  cause  of  his  downfall, 
n  addition  to  an  involvement  in  property,  Lewis 
d  been  in  the  habit  of  taking  insurances  on  his  own 
in  the  names  of  other  people  .  .  .  They  were,  how- 
I  r,  intended  for  the  benefit  of  his  family'.  'He  also 
J  a  policy  premiums  for  members  of  his  own  family 
S  I  others,  but  could  not  tell  their  names,  as  he  had  had 
s  many  transactions  in  those  matters  which  took  his 
1  cy.  He  effected  policy  premiums  on  other  persons' 
il  3  in  connection  with  money  which  he  borrowed 


16.  A  silver-gilt  dessert  stand,  maker's  mark  of  Benjamin 
Preston,  London,  1834-1835,  also  struck  with  Kensington 
Lewis's  retailer's  signature.  Height:  6i  inches. 
Photograph :  Sotheby's  Belgravia. 

17a  and  b.  Details  from  Knight's  Vases  and  Ornaments, 
London,  1833. 
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and  lent'.  In  about  1848  he  advanced  Sir  William 
Massey  Stanley  .£10,000.  'This  debt  was,  however,  a 
good  one,  as  he  was  a  judgement  creditor  on  the 
estate'.  Stanley  was  presumably  able  to  satisfy  his 
creditors,  at  least  in  part,  by  the  anonymous  sale  of  his 
plate  at  Foster  and  Son's  on  19  April,  1849.  Others 
indebted  to  Lewis  included  Lord  Kensington,  Count 
d'Orsay,  the  Earl  of  Tankerville,  the  Marquess  of 
Donegal,  Lord  Foley,  Lord  Edward  Thynne,  Lord 
Dunboyne,  the  Hon.  Ferdinand  St.  John,  Sir  Charles 
Herbet  and  Sir  Thomas  Howland  Roberts. 

By  1845,  Kensington  Lewis's  financial  position  had 
become  severely  strained.  This  may  have  been  due  to 
the  constant  loans,  unsatisfactory  yields  or  heavy  over- 
heads on  property,  disastrous  railway  investments,  or 
a  combination  of  all  four.  If  Lewis  had  over-reached 
himself  in  past  operations,  then  the  new  ventures  of 
1847  were  calculated  to  dispel  all  anxiety.  Paradoxic- 
ally, they  led  to  his  ruin. 

During  the  autumn  of  that  year,  Lewis  made  two 
major  investments.  The  first  was  to  acquire  the  lease  of 
Nos.  15  and  16  Grosvenor  Square,  with  the  intention 
to  make  certain  alterations  before  finding  suitable 
buyers.  This  he  was  able  to  do  for  No.  16  by  August 
1848,  but  not  for  the  larger  house,  No.  15.  His  second 
investment  resulted  from  the  embarrassed  circum- 
stances of  the  Duke  of  Buckingham  and  Chandos, 
whose  failure  precipitated  the  disposal  of  Buckingham 
or  Chandos  House,  91  Pall  Mall,  to  the  Commissioners 
of  Woods  and  Forests  who  were  acting  on  behalf  of 
the  Crown.  Having  advised  the  Commissioners  on 
22  October,  1847,  that  he  had  bought  the  property, 
Lewis  wrote  again  on  12  November:  'I  shall  most 
likely  let  the  Ground  to  one  of  the  established  Clubs 
(the  old  University  or  Parthenon)  who  have  out  grown 
their  present  Houses  ...  I  propose  Building  Club 
Chambers  of  the  first  Class  suitable  for  the  Noblemen 
and  Gentlemen  of  the  ajoining  Clubs  somewhat  on  the 
Plan  of  that  in  Regent  Street  but  very  far  Superior 
both  in  point  of  Architectural  elevation  as  well  as 
Interior  arrangement  as  I  consider  that  a  decided  fail- 
ure; many  of  the  Apartments  being  more  like  Prison 
Cells  than  Gentlemens  Chambers  and  all  the  private 
w.cs  being  in  the  Gentlemens  Bed  Rooms'.  By  way  of 
showing  his  good  faith,  he  enclosed  a  sketch  for  an 
elevation  of  a  town  house  he  had  contemplated  build- 
ing in  Dover  Street.  The  Commissioners  had  already 
referred  the  matter  to  their  architect,  James 
Pennethorne.  His  reply  was  both  prompt  and  cautious: 
'I  think  the  Board  ought  on  this  occasion  to  require 
even  more  information  than  usual  because  the  Build- 
ings erected  by  Mr.  Lewis  on  their  ground  in  Oxford 
Street  have  been  of  so  inferior  a  description  and  be- 
cause there  is  reason  to  suppose  he  has  agreed  to  pur- 
chase this  house  .  .  .  only  for  the  purpose  of  Specula- 
tion and  without  any  fixed  determination  as  to  the 
future  appropriation  of  it  .  .  .  ps.  Since  the  above 
Report  was  written  I  have  received  from  Mr.  Lewis  the 


Letter  and  Elevation  .  .  .  explaining  more  fully  his 
designs  -  but  they  appear  to  me  more  calculated  to 
strengthen  the  recommendation  herein  before  made 

The  new  lease,  the  terms  of  which  Lewis  had  agreed 
to  in  April  1848,  gave  Pennethorne  and  the  Commis- 
sioners of  Woods  and  Forests  the  opportunity  of 
exercising  their  authority  in  disallowing  the  house  to 
be  used  for  anything  but  a  private  residence.  Two  years 
later  Lewis  was  approached  by  the  Marquess  of 
Hertford  who  wished  to  take  the  house  on  the  condi- 
tion that  a  picture  gallery  be  built  over  part  of  the 
garden.  When  these  plans  were  frustrated  by  more 
objections  from  the  Commissioners  of  Woods  and 
Forests,  Hertford  withdrew. 

Lewis  was  now  in  desperate  straits.  Rates  owing  on 
Buckingham  House  were  to  be  paid,  and  he  tried  to 
raise  yet  more  funds.  Pennethorne  had  judged  him 
correctly:  as  early  as  the  second  week  in  October  1847, 
Lewis  had  written  to  the  Union  Assurance  Company 
asking  for  a  loan  of  .£10,000.  Among  the  properties  he 
offered  as  security  were  Buckingham  House  and  15 
Grosvenor  Square.  Over  the  following  months  these 
mortgages  were  increased  until  by  26  June,  1849,  the 
Union  Assurance  Company's  committee  refused 
another  advance  on  the  property.  Lewis  wrote  to  them 
on  2  July  'applying  for  an  additional  advance  of 
£2,000  on  the  security  of  the  house  in  Grosvenor 
Square,  stating  as  a  reason  that  the  builders  had 
recently  discovered  that  one  of  the  principal  internal 
walls  was  defective  to  a  considerable  extent,  so  as  to 
endanger  the  safety  of  the  house.  Mr.  Lewis  enclosed  a 
copy  of  a  letter  he  had  written  to  the  Marquis  of 
Westminster  applying  for  compensation  for  this  defect 
in  the  building'.  The  Union,  having  investigated  the 
allegation,  probably  saw  this  as  an  elaborate  stalling 
tactic;  on  10  July,  Lewis  was  informed  that  'the  com- 
mittee see  no  reason  for  a  further  advance  and  decline 
the  same;  and  that  he  be  requested  to  complete  the 
house  forthwith'.  Again  in  October  1850,  Lewis  asked 
for  further  loans,  which  were  declined,  amounting  to 
-£35,000  on  houses  in  Dover  Street  and  Charles  Street. 

The  following  January,  1851,  in  a  last  effort  to  re- 
establish himself,  Lewis  appealed  to  the  Commissioners 
of  Woods  and  Forests  about  Buckingham  House,  who 
remained  adamant  in  their  demand  to  know  for  what 
purpose  the  house  was  to  be  used.  On  13  January, 
Lewis  wrote:  'I  beg  respectfully  to  state  that  it  will  be 
quite  impossible  for  me  to  state  either  the  specific 
purpose  for  which  it  is  to  be  used  or  the  name  of  the 
party  requiring  it  until  I  have  actually  let  it  and  which 
I  fear  I  shall  never  be  able  to  accomplish  if  I  am 
restrained  from  making  any  contract  without  first 
obtaining  the  sanction  of  your  Honourable  Board'. 
Six  months  later  Lewis  declared  that,  owing  to  ill 
health,  he  had  been  incapacitated  'from  attending  to 
business  for  some  time'. 

By  December  1852,  the  Union  Assurance  Company, 
in  possession  of  both  Buckingham  House  and  the  house 
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rosvenor  Square,  were  threatening  to  foreclose 
arily  because  of  the  several  years'  unpaid  rates  due 
ic  property.  In  May  1853,  the  Minerva  Insurance 
ipany,  mortgagers  of  the  houses  in  Dover  Street 
Charles  Street,  were  taking  similar  action.  On  7 
the  committee  at  the  Union  'agreed  that  in  refer- 
to  the  present  state  of  the  Law  proceedings  ...  to 
the  consequence  ot  the  Bill  of  Foreclosure  going 
the  long  vacation,  ot  taking  immediate  steps  to 
1  the  proceedings  as  tar  as  possible  to  an  early 
ination'.  At  length,  Lewis  was  relieved  ot  his  most 
ing  responsibilities  and  retreated.-'' 
ter  the  worry  of  the  past  few  years,  Lewis  stayed 
Joulogne  for  a   while  before  re-crossing  the 
inel  and  taking  up  several  temporary  residences  in 
Ion.  He  finally  retired  to  Devon,  where  the  Court 
he  relief  ot  Insolvent  Debtors  took  charge  of  his 
s.  The  London  Gazette  of  9  May,  1854,  published 
<tark  announcement:  'Kensington  Lewis,  late  of 
ford  Place,  Oxford  Street,  Middlesex,  not  in  any 
less.  -  In  the  gaol  of  Exeter'.  Tuesday,  12  Septem- 
I  1854,  was  the  date  set  for  his  court  hearing  which 
to  be  held  in  'the  Sheriff  s  Ward,  St.  Thomas,  for 
nirpose  of  hearing  this  case,  the  insolvent,  who  is 
ly  70  years  of  age,  being  too  weak  and  ill  to  attend 
Zastlc'.  Lewis  gave  his  evidence  with  dignity  and 
discharged.  Less  than  two  months  later,  on  3 
ember,  1854,  he  was  dead.30 

espite  the  re-discovery  of  Edward  Farrell  in  the 
is  there  has  been  no  accompanying  historical  en- 
y.  When  fuller  research  is  conducted,  its  first 
nise  must  be  that  the  major  productions  of 
ell's  workshop,  one  of  the  most  extraordinary 
;es  of  work  in  the  entire  nineteenth  century,  were 
ufactured  under  the  aegis  of  the  equally  remark- 
Kensington  Lewis,  ill-fated  representative  of  the 
•eau  riche. 


NOTES 

1 .  The  Farington  Diary,  1 1  January,  1 816,  edited  by  James 
Grieg,  London,  1928,  Vol.  vm,  p.  52. 

2.  The  auctioneer's  private  catalogue  is  annotated  in  each  case 
with  the  name  "Lewis'  alone;  there  can  be  little  doubt  that 
this  was  indeed  Kensington  Lewis.  I  am  indebted  to 

Mr.  T.  Millies  Gaskell  of  Christie's  for  allowing  me 
access  to  their  records. 

3.  1841  and  1851  Census  returns,  24  Brydgcs  Street, 
St.  Paul's,  Covent  Garden.  Public  Record  Office. 
Death  certificate.  General  Registry  Office,  St.  Catherine's 
House,  Kim>sway. 

4.  Makers'  Mark's  Book  4,  p.  23,  No.  3,  which  also  records  a 
new  mark  for  20  May,  1 8 13.  Makers'  Marks  Book  4,  p.  71, 
No.  2,  records  him  entering  two  other  marks  on  17  March, 
1819.  Goldsmiths'  Hall. 

>.  Christie's,  19  March,  1827,  lots  66  and  67.  These  were  sold 
again  at  Christie's  011  17  October,  1962,  lot  99.  A  pair  of 
Farrell  dishes,  also  dated  1824/25,  have  been  noted  in  a 
private  collection.  They,  too,  are  thought  to  have  been 
from  the  Duke  ot  York's  collection,  and  bear  Lewis's 
retailer's  signature. 
Sotheby's,  22  June,  1972,  lot  190. 
Sotheby's,  9  March,  1967,  lot  142. 

De  Havilland  Antiques  advertisement,  The  Connoisseur, 
May  1969. 

Christie's,  1  July,  1970,  lot  45. 

Salisbury  and  Winchester  Journal,  27  October,  1823,  p.  4c. 
The  condition  actually  reads:  'The  lots  to  be  absolutely 
cleared  away,  with  all  faults  and  errors  of  description, 
at  the  purchaser's  expense,  without  reference  to  the 
identity  of  Subject  or  Master,  within  three  days  of  the 
sale'. 

.  This  was  perhaps  William  Foster,  in  partnership  in  1 S 1 1 
with  David  Gordon  at  134  St.  Martin's  Lane,  trading  as 
gold  and  silversmiths  and  dealers  in  curiosities. 
.  Edward  Holmes  Baldock,  dealer  in  china,  glass  and 
curiosities,  I  Hanway  Street,  Oxford  Street. 
.  28  October,  1819.  Life  at  Fonthill,  London,  1957,  pp. 
323/4.  Letters  of  William  Beckford,  translated  and  edited 
by  Boyd  Alexander. 

.  Christie's,  19  March  1827,  lots  66  and  67. 
.  Christie's,  19  March  1827,  lot  62;  18  October  1967,  lot  59. 

Christie's,  19  March  1827,  lots  63,  64  and  6s. 
.  Christie's,  19  March  1827,  lot  61. 
Christie's,  19  March  1827,  lot  68. 
Christie's,  19  March  1827,  lots  69  and  70. 
.  Christie's,  19  March  1827,  lot  71. 
.  Christie's,  26  April  1972,  lot  10. 
Christie's,  I7july  1968,  lots  38  and  39. 
Sotheby's,  20 June  1974,  lots  57,  58  and  59. 
.  Christie's,  26  April  1972,  lot  6. 
Christie's,  26  April  1972,  lot  13a. 
Christie's,  7  March  1962,  lot  152. 
Christie's,  26  April  1972,  lot  9. 

A  pair  of  the  dishes,  London,  1 825-1 826,  were  re-sold  at 
Christie's  on  17  October  1962,  lot  100. 
Either  John  Bridge,  or  his  nephew,  John  Gawler  Bridge, 
of  Rundell,  Bridge  and  Rundell. 

The  information  for  the  whole  of  this  section  has  been 
obtained  from  the  following  sources:  papers  of  the 
Commissioners  of  Woods  and  Forests  relating  to 
Buckingham  House,  Public  Record  Office  ores  2/717; 
the  Committee  and  Board  Minutes  of  the  Union 
Assurance  Company,  Guildhall  Library  mss  14022/3S-42; 
and  from  notes  kindly  supplied  by  Dr.  F.  H.  W.  Sheppard, 
General  Editor  for  the  Survey  of  London,  from  the 
Grosvenor  Estate  Office  Board  Minutes. 
30.  General  Registry  Office,  St.  Catherine's  House,  Kingsway, 
His  death  certificate  states  that  he  died  of 'Dropsey'. 
He  was  buried  in  the  churchyard  ot  St.  Michael  and  All 
Saints,  Heavitree,  7  November  1854.  Buri.il  register  in 
the  care  of  the  incumbent. 
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In  1869  Henry,  9th  Lord  Beaumont,  began  a  'megalomaniac  transformation'  of  the  part- 
Jacobean,  part-Georgian  family  house  in  Yorkshire.  He  chose  as  his  architect  the  'flamboyantly 
eccentric'  Edward  Welby  Pugin:  in  outlandish  schemes,  architect  was  a  match  for  patron.  After 
Pugin's  death  in  1  875  the  interiors  were  executed  by  John  Francis  Bentley.  John  Robinson 
here  describes  them  as  'one  of  the  finest  series  of  Victorian  rooms  in  the  country  . . .  The  state 
rooms  at  Carlton  represent  the  swansong  of  the  Victorian  Gothic  Revival  in  England'. 

CARLTON  TOWERS,  YORKSHIRE 

Jolm  Robinson 


Carlton  Towers  belongs  to  a  special  group  of 
Victorian  houses.  It  is  one  of  those  erected  by 
the  Catholic  aristocracy  whose  architectural 
activities  in  nineteenth-century  Britain  played  a  major 
part  in  the  history  of  Romantic  Art.  The  existing  huge 
pile  is  only  half  of  what  was  originally  intended.  More- 
over the  overpowering  Victorian  appearance  of  the 
house  is  only  skin-deep  and,  beneath  the  fantastic 
elevations  that  greet  the  visitor,  is  a  part-Jacobean  and 
part  eighteenth-century  structure. 

Carlton  is  one  of  the  few  properties  in  England  that 
has  passed  down  entirely  by  descent  since  the  Norman 
Conquest.  At  the  time  of  the  Doomsday  Book  it  was 
recorded  as  being  held  by  Robert  de  Brus,  along  with 
ninety-three  other  manors  in  Yorkshire.  This  huge 
inheritance  was  gradually  subdivided  over  the  succeed- 
ing centuries  and  in  1301  Carlton  passed  to  Nicholas 
Stapleton  and  it  has  belonged  to  the  Stapletons  down 
to  the  mother  of  the  present  owner.  The  Stapletons 

Colour. 

The  Venetian  Drawing  Room. 
Chimneypiece  designed  by  Bentley. 
The  colours  are  original. 


1.  Exterior  from  the  south-east.  The  Stapleton  Talbots 
guard  the  approach  to  the  front  door. 

were  a  Saxon  family  who  came  originally  from 
Stapleton-on-Tees  in  Durham  and  produced  a  success- 
ion of  distinguished  mediaeval  warriors  one  of  whom, 
Miles  Stapleton,  was  amongst  the  original  Knights  of 
the  Garter  created  by  Edward  in  in  1348.  It  is  possible 
that  portions  of  their  house  still  remain  embedded  in 
the  early  seventeenth-century  part,  which  forms  a 
compact  three-storeyed  block  at  the  south-west  corner 
of  the  present  L-shaped  structure. 

The  interior  of  the  house  was  considerably  remodel- 
led in  the  eighteenth  century  and  a  number  of  attractive 
rooms  of  the  period  survive  including  the  Dining 
Room  and  the  Harp  Room,  the  former  in  a  bold 
Palladian  style,  the  latter  with  a  Rococo  ceiling  sug- 
gesting a  date  in  the  1740s.  There  were  further  alterations 
including  the  addition  of  a  long  cast  wing  in  the  1770s. 
The  new  wing  contained  stables  and  a  chapel  and  the 
date  is  given  away  by  the  clock  winch  is  inscribed  1777. 
These  works  were  almost  certainly  designed  by 
Thomas  Atkinson  of  York.  His  drawings  no  longer 
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survive  but  some  old  notes  at  Carlton  refer  to  'Mr. 
Atkinson  of  York's  plan'.  He  also  designed  some  farm 
buildings  on  the  estate. 

A  Catholic  himself,  Atkinson  did  much  work  for  the 
northern  Catholic  gentry  and  was  responsible  for  the 
Bar  Convent  in  York  with  its  delightful  chapel.  Thus, 
by  the  end  of  the  eighteenth  century,  Carlton  Hall  was 
a  comfortable,  unassuming  family  house  comprising  a 
red  brick  Jacobean  main  block  with  a  Georgian  sub- 
sidiary wing  and  interiors.  Then  the  Romantic  Move- 
ment and  the  nineteenth-century  Catholic  revival 
exploded  over  it  with  spectacular  results. 

In  1795  Thomas  Stapleton  laid  claim  to  the 
baronetcy  of  Beaumont,  dating  from  1309,  to  which  he 
was  an  heir  through  marriage  of  his  ancestor,  Brian 
Stapleton  to  Joan  Lovel,  niece  of  the  last  Viscount 
Beaumont.  The  claim  was  referred  to  the  Committee 
of  Privileges  and  was  finally  allowed  in  1840  when 
Thomas's  great  nephew,  Miles  Thomas  Stapleton,  was 
called  to  the  Lords. 

The  revival  of  ancient  titles  was  a  manifestation  of  a 
new,  serious  interest  in  the  mediaeval  past  and 
accompanying  romantic  snobbery  which  developed  in 
this  period.  No  owner  of  a  revived  mediaeval  barony 
or  a  brand  new  mediaeval  name  could  possibly  live  in 
anything  but  a  Gothic  house  and  Lord  Beaumont 
added  battlements  and  a  tower  to  Carlton  to  match  his 
title.  These  rather  feeble  trimmings  were  only  the 
overture  to  the  megalomaniac  transformation  which 
was  undertaken  by  his  son  Henry  when  he  came  of 
age  in  1869. 

Henry,  ninth  Lord  Beaumont  belonged  to  the  gen- 
eration of  the  great  Catholic  revival  in  England.  All 


over  the  country,  chantries  and  monasteries,  clj 
and  cathedrals  were  rising,  from  Fort  Augustus  A] 
on  a  site  given  by  Lord  Lovat  in  the  north  of  Scofl 
to  Downside,  the  successor  of  Glastonbury,  in  Sc 
set.  This  vast  corpus  of  buildings  was  largelytlie 
of  two  architects :  Joseph  Hansom,  inventor  of  tl 
that  bears  his  name,  and  Edward  Welby  Pugin.  lj 
the  latter  whom  Lord  Beaumont  chose  as  his  arc! 

Edward  Pugin  was  as  flamboyantly  eccentric 
father  had  been  and  died  at  the  same  early  a£ 
forty-one,  worn  out  by  a  career  that  at  the  begir 
had  comprised  one  of  the  most  successful  architec 
practices  in  England  but  which  had  declined  into 
vendettas,  lawsuits  and  bankruptcy.  Edward  Pi 
melodramatic  character  and  career  was  equalled  b] 
romantic  aspirations  of  Lord  Beaumont,  who 
bined  financial  speculation  with  a  taste  for  soldierii 
distant  lands. 

The  transformation  of  Carlton  fully  reflectec 
crazy  character  of  both  architect  and  patron.  A 
paratively  modest  design  drawn  up  in  1871 
rejected  and  the  final  scheme  adopted  in  1873  and 
lished  in  the  Building  Sews  in  February  1874  was  td 
almost  unbelievable  structure.  The  existing  house! 


Right  above. 

3.  The  Morning  Room.  The  marble  relief  of  the 
Choke  of  Hercules  is  by  Rysbrack. 

Right  below. 

4.  The  Main  Staircase.  Designed  by  John  Francis  Bentley. 
The  carving  was  executed  by  J.  Erskine  Knox. 

2.  Edward  Welby  Pugin's  design  for  Carlton  Towers,  1873I 
Only  the  left  half  was  executed. 
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I,  :  Armoury.  Designed  by  Bcntlcy, 

in,  ling  the  chandelier  and  gilt  metal  sidetable. 


t(  c  retained  and  suitably  remodelled,  but  doubled 
it  re  by  extensions  consisting  of  a  vast  chapel  and  ball 
v  i  a  staircase  contained  in  a  tower.  In  fact  only  tbc 
%i  ig  of  tbc  existing  bouse  was  carried  out  to  Pugin's 
I'd  ms.  The  elevations  were  faced  in  grey  cement, 
a  hanically  grooved  to  represent  ashlar  courses. 
I  ii Is  in  a  highly  original  gothic  idiom  that  verges  on 
t  nightmarish  were  executed  in  stone.  These  include 
I  lieavy  machicolations  and  gargoyles,  as  well  as  tbc 
c  telated  parapets,  heraldic  mottoes  and  Staplcton 
I  ots  that  crown  the  three  towers  and  innumerable 
I  ets.  As  a  result  of  this  metamorphosis  the  name  of 
t  house  was  changed  from  Carlton  Hall  to  Carlton 

1  vers. 

\  dward  Pugin  died  in  1875  but  before  his  death 
1  tions  between  architect  and  client  had  already 
ome  strained  and  Lord  Beaumont  bad  turned  to 
a  ther  man  for  the  completion  of  the  interior.  His 
t  ice  fell  on  John  Francis  Bentley,  a  young  architect, 
5  0  was  shortly  to  be  chosen  as  the  architect  of 
1  stminster  Cathedral,  and  who  was  a  Yorkshireman, 
I  son  of  a  Doncaster  solicitor  and  a  convert  to 
(  holicism. 

5entley's  interiors  at  Carlton  were  carried  out  be- 
I  ;en  1875  and  1877.  They  are  a  total  contrast  to 
3  jin's  coarse  and  aggressive  exterior.  The  style 
:  ipted  is  a  refined,  sensitive  gothic  which  shows  a 
1  larkable  attention  to  detail  and  sympathy  with  the 
!  viving  eighteenth-century  interiors  and  furniture. 
3entley's  main  task  was  the  decorating  of  the  three 
t  state  rooms  contrived  by  Pugin  in  the  east  wing : 
Venetian  Drawing  Room,  the  Card  Room  and  the 
ture  Gallery.  The  result  is  one  of  the  finest  series  of 
:torian  rooms  in  the  country.  They  are  comparable 
th,  and  probably  directly  inspired  by,  the  interiors 
ltrived  by  B urges  for  the  Marquess  of  Bute  at 
rdiff  Castle.  The  state  rooms  at  Carlton  represent 
:  swansong  of  the  Victorian  Gorhic  Revival  in 
gland. 

Bentley  expended  enormous  care  over  the  details  of 
:se  rooms,  designing  most  of  the  furniture,  chande- 
fs,  the  curtains,  fenders,  firedogs  and  even  some  of 
;  picture  frames.  The  architect's  care  is  matched  by 

2  excellent  quality  of  the  craftsmanship.  The  fire- 
ice  tiles  were  provided  by  William  de  Morgan,  the 
rved  woodwork  was  executed  by  J.  Erskinc  Knox 
d  the  painted  decoration  in  the  Venetian  Drawing 
>om  and  Card  Room  by  N.  H.J.  Westlake. 


CARLTON  TOWERS,  YORKSIIIIU! 


7.  Part  of  the  Dado  painted  by  Westlake  in  the  Venetian 
Drawing  Room,  showing  the  two  disappointed  suitors 
from  the  Merchant  of  Venice. 
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c  Caul  Room. 


he  Venetian  Drawing  Room  is  the  most  splendid 
lc  apartments  and  has  walls  covered  with  moulded 
ter  to  simulate  gilded  leather.  It  is  dominated  by  a 
lumental  heraldic  chimneypiece  which  glows  with 
original  colouring  and  thirty-six  armorial  quartcr- 
..  The  heraldry  which  was  used  as  one  of  the  princi- 
decorative  motifs  was  worked  out  by  the  York 
aid  of  Arms,  General  de  Haviland.  Round  the 
er  part  of  the  walls  ebony  panelling  contains 
ltings  by  Westlakc  of  subjects  from  the  Merchant 
'mice  or,  as  the  artist  called  them,  'Shylock,  Bold- 
<,  Padlock 

Jeyond  the  Venetian  Drawing  Room  is  the  Card 
am,  the  walls  and  ceiling  of  which  are  entirely 
eredwith  the  original  painted  decoration,  incorpor- 
lg  monograms  and  heraldic  subjects  in  gold  on  a 
c-grccn  ground.  The  third  of  the  State  Rooms  is 
ipler  but  has  two  massive  stone  chimneypieces.  It  is 
lg  from  floor  to  ceiling  with  paintings  from  the 
lection  formed  in  Rome,  in  the  early  nineteenth 
ltury,  by  Sir  Charles  Tempest  and  including  in  its 
:irety  the  collection  of  Prince  Henry  Benedict, 
rdinal  of  York,  the  last  of  the  Stuarts.  His  arms  as 
nry  ix  appear  on  the  two  large  painted  banners 
aging  in  the  gallery.  The  pictures  at  Carlton  are 
;refore  a  striking  case  of  a  collection  which  is  of 
nre  importance  as  an  historic  ensemble  than  for  the 
ality  of  its  individual  items.  It  is  this  sort  of  group 
crest  that  is  conspicuously  ignored  in  the  legislation 
otecting  the  country's  artistic  patrimony.  These 
:tures  were  brought  to  Carlton  from  Broughton 
ill  as  a  result  of  the  marriage  of  the  tenth  Lord 
-xaumont  to  Ethel,  the  daughter  of  Sir  Charles 
mipcst. 

Connecting  the  state  rooms  to  the  old  house  and 
tending  the  enfilade  through  them  to  nearly  two 
rndred  feet  is  the  Armoury,  which  is  spatially  the 
ost  effective  interior  with  mysterious  views  up  the 
ain  staircase  to  the  floors  above  and  down  flights  of 
arble  steps  to  the  front  door.  Subdued  light  filters  in 
trough  the  rich  heraldic  glass  that  fills  the  windows. 
Bentley's  work  at  Carlton  was  finally  completed  in 
$91,  so  that  these  vast  rooms  were  only  used  for  about 
venty  years  before  the  outbreak  of  the  First  World 
/ ar  put  an  end  to  the  way  of  life  for  which  they  had 
een  designed. 


6.  The  Venetian  Drawing  Room  door  handles. 


9.  The  Stndv  chimneypiece  designed  by  Bentlcv  nnd  the  tiles  by  William  de  Morgan. 
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Robert  Alexander  Hillingford,  whose  lifetime  spanned  the  Victorian  period,  was  one  of  the 
'Costume  Realists',  of  whom  John  Seymour  Lucas  and  Sir  William  Quiller  Orchardson  were 
prominent  exponents.  Like  Fred  Roc,  the  father  of  the  author  of  this  article,  he  belonged  to  a 
circle  of  artists  intent  on  scrupulous  accuracy  in  the  pictorial  reconstruction  of  history.  At  the 
same  time,  painterly  qualities  were  not  to  be  sacrificed  to  a  'bogus  antiquarianism'.  Mr.  F. 
Gordon  Roc,  who  as  a  child  met  Hillingford,  here  recalls  the  life  and  work  of  an  artist  whose 
paintings  are  attracting  increasing  interest  at  auction. 


TIIKIIILLI\(;hOPvl)S\(;\ 


F.  Gordon  Roc 


A.  Hillingford. 
buccaneer's  Talc, 
•graph :  Phillips. 

A.  Hillingford. 
■rture  for  the  Hunt, 
lgraph :  Sotheby's. 


IX  arelv  docs  one  encounter  a  distinguished 
artist,  only  to  lose  all  contact  until  his  great- 
^  granddaughter  renews  die  link,  some  seventy- 
five  years  later.  However,  something  I  had  written 
about  Robert  Alexander  Hillingford1  caught  the  eye  of 
Myra,  Mrs.  James  Clark,  who,  with  her  husband,  has 
been  researching  her  ancestor's  life  and  career,  an  inter- 
esting task,  particularly  now  that  his  work  is  again 
attracting  attention  in  salerooms.  He  was  a  distinguish- 
ed personality  in  the  world  of  art  and  antiquities,  a 
frequent  exhibitor  at  the  Royal  Academy  and  first 
Vice-President  of  that  formidable  assembly  of  amateurs 
d'armes,  The  Kernoozer's  Club,  which  owed  its  very 
name  to  him. 

Robert  Alexander  Hillingford  (1825-1904)2  was  a 
prominent  exponent  of  historical  and  genre  painting  of 
the  kind  for  whom  'Costume  Realist'  is  as  good  as  any 
other  label.  Flourishing  during  the  second  half  of  the 
nineteenth  century,  it  reacted  against  bogus  antiquari- 
anism, and  towards  a  reasonable  accuracy  of  detail, 
without  sacrificing  painterly  qualities.  As  a  Costume 
Realist  after  Hillingford  was  quoted  as  saying:3  'the 
cut  of  a  coat  should  never  be  allowed  to  intrude  or 
assert  itself  on  canvas  to  the  detriment  of  the  rendering 
of  a  scene  as  a  whole'.  Not  that  this  distinction  between 
creative  composition  and  sheer  reconstruction  pre- 
cluded him  and  others  from  taking  an  enormous 
amount  of  care  over  the  realisation  of  their  themes, 
whether  or  not  any  hint  of  that  care  appears  on  the 
surface.  'Laboriousness'  is  aesthetic  heresy. 

Not  all  Costume  Realists  were  painters  of  the  calibre 
of  John  Seymour  Lucas.  Orchardson,  in  one  of  his 
aspects  a  remarkably  gifted  exponent,  was  as  distinct 
from  Lucas  as  was  John  Pettie  from  that  celebrated 
Dickens  illustrator,  Charles  Green,  or  from  S.  E. 
Waller.  Though  no  attempt  is  made  here  to  recall 
every  relevant  name,  Andrew  Carrick  Gow  should  not 
be  omitted,  if  only  because,  like  Hillingford,  he  in- 
cluded Napoleonic  themes  amongst  his  subjects.  Gow 
himself  was  neatly  summed  up  by  Allan  Fea4  as  'a 
compromise  between  Lucas  and  Meissonier'. 


To  overstress  the  antiquarian  aspects  of  such  men's 
work  would  be  as  dangerous  as  to  ignore  them.  Be- 
sides being  a  Royal  Academician,  Seymour  Lucas  was 
a  Fellow  of  the  Society  of  Antiquaries;  Fred  Roe  (in 
early  days  one  of  his  pupils)  was  an  artist  in  both  paint 
and  words,  writing  and  illustrating  books  still  deemed 
important  in  the  historic  literature  on  old  oak  furni- 
ture; Hillingford  himself  had  a  practical  appreciation 
and  knowledge  of  arms  and  armour.  He,  too,  had  a 
feeling  for  'oak'  as  can  be  seen  in  his  pictures  such  as 
Evangeline,5  with  its  attractive  settle,  or  The  Buccaneer's 
Tale.  He  had  an  eye  for  making  his  models  wear 
costume.  In  those  days,  artists  often  had  their  own 
wardrobes  of  'props',  sometimes  amounting  to  col- 
lections. The  wardrobes  of  Lucas  and  Edwin  Abbey 
eventually  formed  the  nucleus  of  the  superb  array  of 
costume  in  the  London  Museum;  Talbot  Hughes's 
went  to  the  Victoria  and  Albert  Museum;  Ernest 
Crofts,  J.  P.  Beadle,  Fred  Roe  were  well  equipped  for 
their  needs.  Often,  such  dress  was  the  'real  thing' ;  and 
if  a  needed  garment  was  unprocurable,  M.  Barthe,  of 
Chelsea,  could  provide  an  accurate  copy  in  suitable 
materials. 

A  joint  Birth  and  Baptismal  Certificate,6  obtained  by 
Hillingford  at  the  time  of  his  approaching  marriage, 
records  him  as  having  been  born  at  Clapham,  Surrey, 
29  January  1825,  and  baptised  there  in  the  Parish 
Church,  25  March  following.  This  document  names 
the  child  as  Robert  Alexander,  '1st  Son'  of  Robert 
Hillingfort  (sic),  Clapham,  Officer,  (an  officer  seeming- 
ly unrecorded  in  the  Army  Lists,  1 820-1 830)  and  of 
Anna,  nee  Robinson.  So  far  as  it  goes,  this  information 
is  in  line  with  sundry  printed  and  other  references  to 
Hillingford  himself  as  'son  of  Robert,  London'.  To 
offset  this,  he  is  found  openly  named  as  son  'Roberti 
Hillingford',  London,  in  his  Abjura  (1858). 

On  the  occasion  of  his  daughter's  baptism  in  Rome 
in  1 861,  the  artist  gave  a  stronger  clue  by  describing 
himself  as  son  'Roberti  Ugottis  Londinense'.  I  am  indebt- 
ed to  Mr.  E.  E.  F.  Smith,  fca,  Honorary  Secretary, 
Clapham  Antiquarian  Society,  for  informing  me  that 
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4.  R.  A.  HILLINGFORD. 

Yet  still  a  King. 

Exhibited  at  the  Royal  Academy,  i£ 
Glasgow  Art  Gallery. 

5.  R.  A.  HlLLINGFORD. 

Summoned  to  Waterloo: 
Brussels,  dawn  of  16 June,  1813. 
Exhibited  at  the  Royal  Academy,  li 
Photograph :  Sotheby's. 


3.  R.  A.  HlLLINGFORD. 

Tlie  Elopement. 
Photograph :  Sotheby's. 


Hillingford  is  not  a  local  name  at  Clapham,  and  that 
his  research  around  the  period  yielded  no  trace  of  a 
relevant  marriage.  Meanwhile,  note  that  Ugonis. 

Part  of  Hillingford's  early  life  was  spent  in  Boulogne 
where,  at  the  'age  of  six  years  he  received  his  first 
lessons  in  drawing'  from  an  English  artist  confusingly 
named  George  Stubbs,  seemingly  unrelated  to  the 
great  George,  and  whose  exhibiting  years  at  the  Royal 
Academy,  British  Institution,  and  most  numerously 
at  Suffolk  Street,  were  spread  over  the  period  1837- 
1860. 7 

In  1840  or  1841  (one  'Sworn  Declaration'  cites  die 
former,  The  Art  Journal  die  latter)  Hillingford  went  to 
Diisseldorf,  where  he  studied  in  the  Academy  schools, 
chiefly  under  Karl  Ferdinand  Sohn,  before  leaving  in 
1845  for  Munich,  and  thence,  by  way  of  Venice, 
Florence,  Naples  and  other  Italian  cities,  to  Rome.  In 
all,  his  stay  in  Italy  has  been  estimated  at  some  sixteen 
years;  and  it  was  during  this  period  that  one  of  Ins 
more  notable  works  The  Last  Evening  of  the  Rowan 
Carnival  was  purchased  by  Prince  Michel  Kotchoubey, 
its  exhibition  at  the  St.  Petersburg  Academy  in  1859 
securing  for  Millingford  an  honorary  Membership  of 
die  Imperial  Russian  Academy  of  Fine  Arts.8 


This  picture  is  a  reminder  that  in  Rome  (and  as  nd 
bv  Friederich  Noack),  Hdlingford  became  a  'ze 
member'  of  the  German  Artists'  Club  (Dent 
Kiinstlerverein)  which  admitted  certain  "Northerners 
various  nationalities.  Conceivably,  Hillingford  had 
rived  armed  with  introductions  from  Diisseldorf; 
any  case  he  participated  in,  and  seems  to  have  helpe* 
organise  the  Club's  annual  Cervaro  Festival,  with 
processions,  dressing-up,  bestowal  of  mock  'orck 
and  such  elaborate  frivolities. 

During  his  stay  in  Rome  Hillingford  met  his  fut 
wife,  the  model  Chiara,  daughter  of  Pasquale  Bud 
and  widow  of  Pasquale  Cervi  (1819-1856).  Both  1 
marriages  were  solemnised  in  Rome,  at  S.  Andrea  dc 
Fratte:  the  first  (to  Cervi)  on  7  February,  1839;  1 
second  (to  Hillingford)  on  23  June,  1858.  It  was 
connection  with  the  latter  that  Hillingford  obtain 
thejoint  Birth  and  Baptismal  Certificate  from  Clapha 
prior  to  his  acceptance  of  the  Roman  Obedienl 
the  Certificate  of  Ins  Contirmation  at  St.  John  Later 
being  dated  24  May,  1858. 

Chiara  had  children  by  both  marriages.  To 
she  bore  two  sons,  Romeo  and  Pietro,  and  a  dai 
Teresa  Maria  Amalia.  To  Hillingford,  Chiara 
daughter,  Elena  Luisa  Francesca,  on  22  Decet 
1 861,  and  baptised  at  Sta.  Maria  del  Popolo,  Rome 
29  December,  with  the  Austrian  artist,  Ludwig  Pa 
(1832-1903);  among  die  godparents.  This  daus 
lived  till  3  September,  1935,  having  married  twic 
firstly  Edward  Tom  Harrison,  and  secondly  Jo 
Henry  Foster,  both  of  Lincoln.  It  is  from  the  la 
diat  my  principal  informant,  Mrs.  Myra  Clark 
descended. 

Hillingford  returned  to  England  in  1864. 9  In 
year,  when  the  catalogue  located  him  at  1,  High  Rc 
Kensington,  he  showed  works  called  The  IVeddin 
Ring  and  The  Choir  of  St.  Maria  Novella,  Florence,  thej 
priced  at  ^20  and  ^50  respectively,  at  the  Bririsl 
Institution,  In  1866,  he  made  his  debut  at  the  Roya 
Academy  with  a  Shakespearian  subject  Petruc(h)io.  h 
1 871,  The  Art  Journal  devoted  its  hundredth  article  01 
'British  Artists;  Their  Style  and  Character'  to  Hilling' 
ford,  diough  by  dien  his  pictures  had  been  seen  h 
London  'only  on  three  occasions';  in  1S68,  Bejore  th 
Tournament,  was  well  received  at  the  Royal  Academy. 

Hillingford  was  then  living  at  30,  Scarsdale  Villas 
Kensington,  but  bv  1S72,  he  had  settled  at  Cornwal 
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£  A.  HlLLINGFORD. 

pinrc  of  Napoleon 's 
rriagc  at  Genappc, 
June,  181$. 
tograph:  Sotlteby's. 


R.  A.  HlLLINGFORD. 

well,  painted  for 
irik  and  White 
iristmas  Number, 
97- 

itional  Army  Museum. 


Lodge,  Hammersmith,  which  remained  his  home  for 
many  years,  though  the  1893  catalogues  located  him 
at  16,  Bolsovcr  Street,  in  the  Great  Portland  Street 
district. 

Hillingford's  subjects  ranged  from  the  Middle  Ages 
onwards,  but  he  is  best  remembered  tor  a  procession  of 
military  themes,  some  early  eighteenth-century,  such 
as  his  realisation  of  an  historic  incident  with  strong 
Jacobite  associations,  Yet  Still  A  King  (exhibited  at  the 
Royal  Academy  1888;  now  at  Glasgow  Art  Gallery); 
others  depict  Napoleon,  Waterloo,  and  -  appropriately 
in  view  of  his  father's  service  -  the  Peninsular  War. 

One  of  the  post-Peninsular  subjects,  The  Morning  of 
Waterloo  (exhibited  at  the  Royal  Academy  in  1896) 
was  'painted  expressly'  for  reproduction  as  a  large 
colour-plate  to  accompany  'the  ruddy  and  golden- 
covered  Christmas  annual  of  the  Illustrated  London 
News'.  Among  Hillingford's  other  themes  in  Napole- 
onic mood,  two  of  1900,  A  Critical  Moment  at  Quatrc 
Bras,  and  The  Flight  of  the  French  through  the  town  of 
Vittoria:  Peninsular  War,  then  respectively  priced  at 
-£157.10  and  ^210,  may  be  noted;  though  in  1901  he 
understandably  'went  contemporary'  showing  a  pic- 
ture called  South  Ajrica,  igoi:  the  dawn  of  Peace,  per- 
haps intended  as  a  pendant  to  a  work  called  Farewell, 
reproduced  as  a  plate  in  1897.  The  Soutli  Africa,  igoi, 
was  Hillingford's  penultimate  Royal  Academy  exhibit, 
his  last  (1902)  being  a  canvas  of  George  11  at  Dettingen, 
1743,  dynastically  offsetting  the  earlier  Yet  Still  a  King, 
previously  mentioned. 

Though  from  the  later  1880s  such  military  themes 
had  been  in  the  ascendancy,  both  then  and  earlier, 
Hillingsford's  genre  paintings  depicting  sixteenth  or 
seventeenth-century  life  proved  distinctly  popular.  In 
some  of  them  one  is  conscious  of  a  Victorian  inflexion 
underlying  the  painterly  'attack'.  But  certain  of 
Hillingford's  pictures  reveal  another  point  of  interest. 
As  seen  in  a  studio  photograph,  Hillingford  had  a 
striking  head,  with  beaklike  nose  and  peaked  beard. 
Now  and  again,  a  male  figure  somewhat  like  this 
appears  in  his  paint:  artists  were  apt  to  put  something 
of  their  own  looks  into  relevant  characterisations.  The 
principal  figure  in  The  Buccaneer's  Tale  demonstrates 
this  rather  well. 

When  Hillingford  himself  died  on  27  June,  1904,  at 
17  Maclisc  Road,  Hammersmith,  his  body  was  buried 
in  the  same  vault  as  his  mother,  at  Kensal  Green.  I 
gather  that  the  inscription  has  perished,  but  a  note 
taken  of  it,  by  Dr.  Cecil  Cantilupc  Harrison,  a  grand- 
son of  Hillingford,  is  on  record : 

Here  lies  the  body  of  Anna  Maria  Kennedy  who 
departed  this  life  25  th  December  18 yS.  Sacred  also  to 
the  memory  of  Sir  Robert  Hugh  Kennedy  (husband  of 
the  above),  Knight  oj  Hanover  and  Commissary  General 
to  the  British  Armies  during  the  Peninsular  War,  who 
died,  and  is  interred,  at  Beziers,  France,  April  [sic] 
1838,  aged  6 j  years. 


That  Lady  Kennedy's  former  name  had  appeared  as 
Robinson  in  more  than  one  official  document  is  at 
variance  with  a  family  preference  for  'Harrison',  borne 
out  by  an  entry  in  The  Record  of  Old  Westminsters,  in 
which  Kennedy  is  stated  to  have  married  'Anna  Maria 
widow  of  Robert  Hillingsford  [sic),  and  daughter  of 
Samuel  Harrison,  of  Percy  Street,  Bedford  Square, 
London'.  To  say  that  the  Hillingford  saga  bristles  with 
documentary  obscurities  is  no  exaggeration;  not  ex- 
cepting the  detail  that  when  Hillingford  himself  re- 
turned to  England,  the  'Mrs.  Hillingford'  who  accom- 
panied him  was  not  the  former  Chiara  Ccrvi,  but  her 
daughter  and  Hillingford's  stepdaughter,  Teresa  Maria 
Amalia  Ccrvi,  born  29  October,  1842.  The  lattcr's 
death  (at  Lincoln)  15  May,  1906,  was  registered  as  that 
of 'Widow  of  Robert  Hillingford  an  artist'. 


NOTES 

1.  Roe:  'Personal  Reminiscences  of  some  Arms  and  Armour 
Collectors  of  the  Past' .Journal  of  the  Anns  and 

Armour  Society,  vn,  March-June,  1972. 

2.  Sundry  authorities  give  Hillingford's  birth-year  as  1828. 
Though  Hillingford  himself  countenanced  it  on  occasion, 
this  is  an  error,  as  will  be  demonstrated. 

3.  Austin  Chester  (pseud,  of  Mrs.  Savage);  'The  Art  of 
Mr.  Fred  Roc',  Windsor  Magazine,  March,  1908. 
(Fred  Roe,  ri(i  864-1947),  father  of  the  present  writer.) 

4.  Allan  Fea:  'Recollections  of  Sixty  Years',  (1927,  214). 
Fea  (1860-1956)  was  an  old  and  close  friend  of 
Seymour  Lucas. 

5.  Illustrated  in  The  Art  Journal,  1  September,  1871. 

6.  Signed  by  J.  W.  Tottenham,  Curate  of  Clapham,  and 
dated  11  December,  1857.  (Thicme-Becker  gives  the 
birth-date  as  28  January,  1828.) 

7.  Art  Journal  (tit  antea).  Algernon  Graves,  fsa  :  'Royal 
Academy  Exhibitors';  'British  Institution';  'Dictionary 
of  Artists'. 

S.  Art  Journal  (ut  antea) ;  Ruvigny :  'The  Titled  Nobility  of 
Europe'  (1914) ;  F.  Noack:  'Das  deutsche  Rom'  (1912), 
'Das  Deutschtum  in  Rom  seit  dem  Ausgang  des 
Mittelalters'  (1927),  znd(sub  Hillingford)  in 
Thieme-Beckcr.  Also  John  Murray's  'A  Handbook  ot 
Rome  and  its  Environs'  (1869). 

9.  Art  Journal;  Thieme-Becker;  etc. 

10.  General  Register,  Somerset  House. 

11.  G.  F.  Russell  Barker  and  A.  H.  Stenning:  'The  Record  of 
Old  Westminsters'  (1928).  Both  Sir  Robert  and  his  eldest 
brother  Captain  Thomas  Alexander  Kennedy  (oft.  1800) 
had  been  admitted  to  Westminster  in  1784;  Sir  Robert 
becoming  Captain  of  the  School  in  1791  -  the  year  he  left. 


Besides  my  gratitude  to  Air.  and  Mrs.  James  Clark  for  information 
and  the  loan  of  documents,  I  am  much  indebted  to  Mr.  Claude 
Blair,  Keeper,  Department  of  Metahvork,  Victoria  and  Albert 
Museum,  for  valued  help  and  advice;  as  also  to  Mr.  H.  I'".  T. 
Perdval,  Keeper  of  the  Wellington  Museum,  Apsley  House; 
to  Sir  Robert  Mackworth-Young ,  Librarian,  Windsor  Castle; 
to  Mr.  Michael  Maynard,  and  Mr.  E.  E.  F.  Smith,  for 
courteously  replying  to  queries;  and  for  illustrative  assistance 
to  The  Director,  National  Army  Museum  ;  to  Mr.  Hugh  T. 
Stevenson,  Glasgow  Art  Gallery;  to  Messrs.  Sotheby;  and  to 
Messrs.  Phillips. 


55 


i .  Coloured  and 
crystallised  grasses  and 
leaves  were  displayed 
in  glass  cases  that 
resembled  miniature 
conservatories. 
In  appearance  these 
were  identical  with  the 
Wardian  case, 
which  was  used  for 
growing  ferns  and  small 
plants  indoors. 
(Reproduced  from 
The  Young  Ladies' 
Treasure  Book, 
1881-1882,  page  25.) 


The  Victorian  passion  for  exhibiting  treasures  under  glass  domes  and  cases  extended  tc 
grandest  exhibition  of  the  age:  the  Crystal  Palace.  In  this  article  John  Gloag  describes  son 
the  more  modest  methods  of  display  under  glass,  including  the  Wardian  case  in  which 
and  other  plants  were  grown  indoors.  - 

ORNAMENT  UNDER  GLASS 

John  Gloag 


One  of  the  devices  that  satisfied  Victorian  taste 
and  exhibited  the  ingenuity  of  Victorian  orna- 
mentalists  (for  they  deserve  that  earlier  appella- 
tion), was  the  shadow  box;  a  decorative  composition, 
framed  and  glazed  like  a  picture,  but  in  three  dimen- 
sions, with  enough  depth  to  be  animated  by  the  play  of 
highlights  and  shadows  in  daytime  or  when  candles 
or  gas  jets  were  lit.  The  example  illustrated  (No.  2),  has 
a  richly-costumed  doll  as  a  central  feature,  surrounded 
by  flowers  cut  from  coloured  cloth  and  painted  paper. 
Although  the  shadow  box  had  some  of  the  character- 
istics of  a  diorama,  it  was  too  shallow  for  any  effect  of 
perspective.  Few  of  these  gay,  fanciful  boxes  now 
exist:  although  protected  by  glass  the  fragility  and 
nature  of  their  materials  lowered  their  chances  of  sur- 
vival. But  glass  has  lengthened  the  life  of  many 
reminders  of  the  nineteenth-century  passion  for  orna- 
ment and  imitation.  Protective  glass  became  a  large 
business. 

In  the  first  volume  of  the  'Official  Catalogue  of  the 
Great  Exhibition'  of  1851,  the  firm  of  Claudet  and 
Houghton,  of  High  Holborn,  London,  advertised 
glass  shades,  'For  the  Covering  and  Preservation  of 
Clocks,  Statuettes,  Wax  Flowers,  Alabaster,  and  other 
Ornaments  and  Articles  of  Vcrtu'.  Such  shades  were 
domed  cylinders  of  varied  size  and  shape;  some  large 
enough  to  enclose  a  clock-case  of  white  marble  in  the 
form  of  a  miniature  classic  temple,  or  something  ex- 
travagantly ornate,  replete  with  scrolls  and  acanthus 
foliations  in  gilt  metal  wreathed  about  an  enamelled 
dial;  an  impressive  centrepiece  on  a  mantel-shelf,  that 
was  often  flanked  by  matching  domes,  equal  in  height 
but  smaller  in  circumference,  that  contained  sprays  of 
artificial  flowers  rising  from  narrow-necked  vases. 
Tcnniel's  drawing  in  'Through  the  Looking  Glass' 
shows  Alice  beginning  her  adventure  by  kneeling  on 
the  mantel-shelf  between  a  rococo  clock  and  a  vase 
with  wax  flowers,  both  under  glass  domes. 

Lifelike  imitations  of  flowers,  leaves  and  fruit  ap- 
pealed to  the  Victorians  and  gratified  not  only  their 
love  of  ornament,  but  warmed  the  admiration  and 
respect  they  accorded  to  any  display  of  painstaking 
industry,  for  while  the  modelling  and  painting  of 
waxen  posies  was  often  the  work  of  specialists 
in  the  fancy  goods  trade,  another  variety,  equally 
decorative,  certified  the  skill,  patience  and  ingenuity  of 
young  ladies.  Flowers  and  leaves,  formed  from  knit- 


ting wool  stitched  over  wire  frames  and  cut 
coloured  cloth,  though  less  realistic  than  tho 
coloured  wax,  were  softer  in  hue  and  outline,  ant 
sessed  a  subtle  decorative  quality  (Nos.  3  and  4). 

In  'The  Young  Ladies'  Treasure  Book', 
hundred  and  ninety  pages  of  guidance  to  etiq 
home  duties,  study  and  self-improvement  anc 
practice  of  'elegant  household  arts',  which  app 
early  in  the  18 80s,  readers  were  rather  bleakly 
couraged  from  becoming  over  enthusiastic  about 
flowers  and  fruit;  the  latter,  said  the  editors,  'ar 
desirable  ornaments.  We  wonder  for  a  little  at 
resemblance  to  nature,  but  soon  weary  of  tl 
Earlier  they  had  said  'there  does  not  seem  to  be 
real  need  for  imitations  of  any  kind;  and  to  give  a 
description  of  the  manufacture  of  wax  flowers  w 
be  to  a  great  extent  waste  of  space'.  Nearly  three  ] 
were  then  devoted  to  the  subject. 

A  type  of  glass  case  that  differed  from  the  c 
cylinder  was  formed  like  a  miniature  conservat 
hexagonal  or  octagonal  in  plan,  and  rising  from  a 
moulded  wood  or  metal  base  to  a  segmental  c 
surmounted  by  a  metal  finial.  Such  cases  somet 
stood  on  a  tripod  stand  of  cast  iron,  and  they  house 
assemblage  of  crystallised  grasses  and  fern  leave 
shape  and  size  they  resembled  the  Wardian  cas 
which  ferns  and  other  plants  were  grown  indoors, 
was  named  after  Nathaniel  Bagshaw  Ward  (1 
1868),  who,  in  1829,  had  accidentally  discoverec 
principle  that  enabled  him  to  perfect  a  metho 
growing  and  transporting  plants  in  such  cases,  th( 
close-glazed  cases  for  plants  had  been  invented  e; 
by  a  Scottish  botanist,  A.  A.  Maconochie,  whose 
ure  to  publish  his  discovery  deprived  him  of  the  c 
(No.  1).  The  Wardian  case  required  periodic  atten 
for  its  contents  were  living;  cases  containing  petr 
leaves  and  grasses  were  trouble-free.  In  'The  Y( 
Ladies'  Treasure  Book',  over  a  page  is  given  to  det; 
descriptions  of  the  processes  for  crystallising  lei 
which  made  few  demands  on  skill  but  many 
patience.  The  result  was  an  uneasy  comproi 
between  nature  and  art  that,  perhaps  fortunately, 
impermanent.  But  wax  fruit  and  flowers  live  on;  1 
precious  to  collectors,  but  once  asserting  a  lively 
rebellious  splash  of  colour  in  the  sombre  interioi 
respectable  middle-class  Victorian  homes. 
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2.  A  Shadow  Box,  dated  185L 
I  Ins  wasnot  exactly  .1 
dii  >rama,  though  it  had  some 
of  the  characteristics  of  one, 
for  it  was  a  scene  presented 
in  three  dimensions,  witli 
sufficient  depth  to  he  animated 
by  highlights  and  shadows, 
by  day  or  in  artificial  light. 
In  this  example,  the  doll  is 
surrounded  by  flowers  of 
cut  cloth  and  painted  paper; 
the  scene  framed  and 
glazed  like  a  picture. 
Mrs.  Grace  Lovat  Fraser. 


3 .  and  4.  Two  groups  of 
artificial  flowers,  formed 
from  knitting  wool 
stitched  over  wire  frames  and 
cut  from  coloured  cloth.  The 
protecting  glass  domes  have 
moulded  mahogany  bases, 
c.  1850-1860. 


America 

Joseph  T.  Butler 


RARITIES  OF  THE  MUSEE  GUIMET 
A  group  of  Asian  art  masterpieces  from  the  famed 
Musee  Giumet  in  Paris  were  recently  seen  at  Asia 
House  Gallery  of  The  Asia  Society,  Inc.  in  New 
York  City.  Some  were  so  rare  that  no  counter- 
parts exist  in  North  America.  The  exhibition 
included  seventy-two  of  the  finest  objects  in  the 
world-famous  Giumet  Museum,  thought  by 
many  to  be  the  finest  collection  of  Asian  art  in 
Europe.  The  Asia  Society  arranged  for  the  initial 
showing  of  the  exhibition  to  open  in  January  at 
the  Nelson-Atkins  Gallery  of  Art  in  Kansas  City, 
Missouri,  whose  Director,  Laurence  Sickman, 
collaborated  withjeannine  Auboyer,  Chief  Cur- 
tor  of  the  Musee  Giumet,  in  choosing  the  objects 
for  the  American  tour. 

This  collection  was  made  available  with  the 
co-operation  of  the  French  Government  and  is 
one  of  the  most  important  and  ambitious  exhibi- 
tions in  the  history  of  Asia  House  Gallery.  The 
Giumet  Museum  in  Paris  was  founded  in  1889  to 
house  the  Asian  art  collection  of  Emilc  Giumet, 
world  traveller,  industrialist  and  student  of  world 
religions,  who  had  established  a  museum  in  Lyon, 
his  native  city,  ten  years  earlier.  Already  rich,  the 
collection  has  grown  through  the  following 
decades  with  the  acquisition  of  important  ob- 
jects, particularly  from  the  areas  of  Indochina, 
India,  Central  Asia,  China,  Afghanistan  and 
Tibet. 

1.  Head  of  Brahma  Caturmukha,  Cambodia, 
Khmer,  polished  sandstone. 
Musee  Guimet. 
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2.  Guardian  Deity,  China,  gilt  bronze,  late 
sixth-early  seventh  century. 
Musee  Guimet. 


The  great  generosity  of  the  Musee  Giumet  is 
evident  in  the  loan  of  a  number  of  its  most  not- 
able Khmer  stone  sculptures,  masterpieces  of 
Buddhist  and  Hindu  sculpture  in  stone  and 
bronze  from  India ;  a  group  of  rare  frescoes  and 
painted  banners  from  the  monasteries  at 
Douldour-agour  and  Tun-huang  in  Central  Asia, 
dating  from  the  sixth  to  the  tenth  centuries; 
Tibetan  and  Ncpalcsc  paintings;  and  a  number  of 
the  best  archaic  bronzes  of  the  Shang  and  Chou 
dynasties,  as  well  as  Buddhist  gilt  bronzes  of  the 
fifth  to  eighth  centuries,  from  their  extensive 
Chinese  holdings.  The  display  will  therefore 
present  a  cross-section  of  the  great  riches  of  the 
Guimet  collections. 

The  exhibition  was  organised  by  The  Asia 
Society  with  support  from  the  National  Endow- 
ment for  the  Arts  in  Washington,  DC,  a  federal 
agency,  the  New  York  State  Council  on  the 
Arts,  Air  France,  and  many  other  generous 
donors.  The  exhibition  is  accompanied  by  a  fully 
illustrated  catalogue  with  ten  colour  plates.  An 
introduction  summarising  the  history  of  the 
Museum  and  the  significance  of  its  collections, 
written  by  Mile.  Auboyer,  is  followed  by  des- 
criptive notes  prepared  by  various  members  of 
the  Musee  Guimet's  curatorial  start. 


ISLAMIC  PRAYER  RUGS 
A  group  of  some  of  the  finest  Islamic  prayer  rugs 
in  this  country,  on  loan  from  nineteen  public  and 
private  collections,  were  recently  seen  at  the 
Montclair  Art  Museum  (New  Jersey).  The  exhi- 
bition was  organized  jointly  by  that  institution 
and  the  Textile  Museum  in  Washington,  dc. 

The  plan  for  the  exhibition  came  from  Alvin 
W.  Pearson,  a  member  of  the  Hajji  Baba  Club  of 


New  York  (a  society  of  rug  collectors),  aid!  by 
Bruce  Westcott,  president  of  the  club.  A^H 
the  public  lenders  are  The  Dumbarton 
Collection,  the  Field  Museum  of  Natural  F^H 
in  Chicago,  The  Fogg  Art  Museum  of  H^^B 
University,  The  Metropolitan  Muse«tn  o^H 
the  Philadelphia  Museum  of  Art,  the  St. 
Art  Museum  and  The  Walters  Art  Gall^H 
Baltimore. 

Although  they  occupy  an  important  pc^H 
in  the  history  of  Islamic  rugs  and  are  one 
most  popular  and  widely  used  types  of  BH 
Eastern,  North  African  and  Central  AsiarBi] 
pets,  this  was  the  first  comprehensive  show^H 
outstanding  examples  of  these  carpets.  WU 
were  forty-two  rugs  in  the  display,  dating  Wm  J 
the   earliest   surviving   sixteenth-century  Ik 
through  those  of  the  twentieth  century.  Rugfth  1 
a  single  niche  and  large  multiple  niche  pfli-l 
rugs  are  included,  with  both  the  court  and  1 
tional  styles  of  design  and  weaving  represetr 
As  a  supplement  to  the  major  exhibiticW 
Islamic  Prayer  Rugs,  there  was  a  smaller  grow  ; 
tliirty-four  prayer  rugs  belonging  entire!  \. 
private  collectors;  most  of  these  date  front 
late  nineteenth  and  early  twentieth  centuries! 

A  profusely  illustrated  and  fully  documfc-' 
catalogue  has  been  prepared  with  essays  bjfce 
noted  Islamic  scholars  Dr.  Richard  Ettinghasr, 
who  is  consultative  chairman  ot  the  IslamicJt- 
partmentof  the  Metropolitan  Museum  of  Aiji. 
professor  of  Islamic  Art  at  New  York  Uno- 
sity,  and  Dr.  Maurice  Dimand,  curator  enutu 
of  Islamic  Art  at  the  Metropolitan  Museum,  I 

Dr.  Ettinghausen  traces  the  early  histoi  0: 
prayer  carpets  and  discusses  their  importan  ii 
the  Muslim  culture.  The  'sajjada',  he  says,  h;'ar. 
aesthetic  attraction  quite  beyond  its  ritual  ;e . 
and  'a  function  which  went  well  beyond  thai  f 
rug  merely  used  for  prayer'.  Dr.  Dimand's  ta- 
logue  chapters  deal  with  the  various  typi  ot 
prayer  rugs  or  their  weaving  areas  -  Turkeync 
the  Ottoman  Empire,  Mughal  India,  P(ia. 
Caucasus,  Turkoman  and  others. 


3.  Prayer  Rug  (triple  arch  type),  Anatolia, 

early  seventeenth  century. 

Tlie  Textile  Museum,  Washington,  DC. 


I  HAN  AND  SOUTH  EAST 
AN  ART 

Cleveland  Museum  of  Art  recently  showed 
.rials  drawn  from  the  extensive  private  col- 
on  of  George  1*.  Bickford  of  Cleveland:  The 
mblcd  works  -  ninety  miniature  paintings  and 
v  than  forty  sculptures  and  objects  -  showed 
richness  and  variety  of  India's  artistic  tradition 
11  its  beginnings  around  the  third  millennium 
o  the  present  century. 

arliest  works  in  the  exhibition  are  in  the  sculp- 
segement  of  the  collection,  and  include  a 
of  small,  carved  stone  'stamp  seals'  from  the 
us  Valley  civilisation  (c.  3000-1500  bc).  From 
r  periods  come  two  fine  sandstone  fragments 
185-72  bc:  one  of  a  face,  another  of  a  hand, 
in  the  Buddhist  stupa  at  Bharhut;  and  a  beau- 
lly  modelled  terracotta  head  of  Buddha  from 
ihmir,  dating  from  the  eighth  century  ad. 
fhe  small  scale  metal  sculptures  for  which 
ian  Asia  is  so  widely  noted  also  are  well  reprc- 
ted  in  the  collection.  Of  particular  interest  are 
Jcpalesc  statuette  of  the  goddess  Devi,  dating 
m  the  seventh  century  ad,  and  a  superb  figure 
">hiva  as  Lord  of  Music,  an  early  Chola  Period 
venth  century  ad)  bronze  from  South  India, 
t  is  the  held  of  painting,  however,  that  has 
>st  thoroughly  engaged  George  Bickford's 
:rest  through  the  years.  Here,  in  the  painting 
ment  of  the  exhibition  -  which  concentrates 
works  from  the  sixteenth  through  the  nine- 
nth  century  -  are  found  excellent  representa- 
11s  of  numerous  schools  and  styles  of  Indian 
mature  painting,  as  well  as  rare  works  of  art  of 
raordinary  quality. 

There  are,  for  example,  several  interesting  and 
lutiful  paintings  of  the  Mughal  style,  a  style 
tiated  and  developed  at  the  courts  of  the 
jslim  invaders  who  reached  India  in  the  early 
rt  of  the  sixteenth  century.  Chief  among  these 
an  illustrated  page  from  the  largest  and  most 
nous  early  imperial  Mughal  manuscript,  the 
wiza  Noma,  of  1 562-1 577.  Of  equally  superb 
<ality  is  an  album  leaf  of  about  1650  depicting  a 
oup  of  palace  women  bathing  at  night  under  a 

II  moon,  innocently  oblivious  of  a  youth  who 
d  just  arrived. 

The  collection  also  is  rich  in  miniature  painting 
the  Rajput  style  which  centred  around  the 
urts  of  the  Hindu  princes  of  the  Rajput  clans, 
f  special  interest  is  a  picture  of  1680  from 
mdi,  KakubUa  Ragini,  depicting  a  serenely  lovely 
rl  wandering  in  a  glade  of  flowering  trees, 
lother,  is  a  magical  Tiger  Hunt,  c.  1800,  from 
>tah.  From  the  Rajput  courts  in  the  Punjab 


4.  Tiger  Hunt,  Kotah,  colours  on  paper,  c.  1800. 
George  P.  Bickford  Collection. 


5.  Maharaja  Shatrujit  ofDatia  and  Orcha, 

Datia,  colours  on  paper,  late  eighteenth  century. 

George  P.  Bickford  Collection. 


6.  Raja  Sausar  Chaud  of  Kangra  and  Courtiers, 
Kangra,  colours  on  paper,  c.  1783. 
George  P.  Bickford  Collection. 


1 1 i  1  Is.  come  numerous  fine  pieces,  including  a 
splendid  page  dated  1725-1730  from  the  Siege  of 
Lanka  scries,  formerly  in  the  ancestral  collection 
of  the  Rajas  of  Guler;  and  a  famous  group  portrait 
oi  the  young  Raja  Sansar  Chand  of  Kangra 
(1775-1823),  considered  a  key  example  of  Kangra 
portraiture. 

George  Bickford  laid  the  first  foundations  of  an 
Indian  collection  fifty  years  ago.  At  the  age  of 
twenty,  after  graduating  from  Harvard,  he- 
accepted  a  post  as  a  teacher  at  Boone  University 
(later  Chung  Wha),  a  missionary  college  at 
Wuchang,  China.  In  1923  he  returned  from 
China  by  way  of  India  where  his  interest  in 
Indian  art  objects  was  first  stimulated.  It  was  the 
Second  World  War  that  extended  his  interest  in 
collecting  Indian  art.  He  was  commissioned  as  a 
captain  in  the  Judge  Advocatee  General's  Depart- 
ment in  March  1944,  and  posted  to  New  Delhi. 
In  succeeding  years  he  has  maintained  contact 
with  India,  travelling  there  frequently.  Also,  in 
1962  the  Indian  government  honoured  him  with 
an  appointment  as  Honorary  Consul  of  India  in 
Cleveland,  a  post  in  which  he  continues  to  serve 
today.  Mr.  Bickford  has  had  close  ties  with  the 
Cleveland  Museum  for  almost  two  decades, 
serving  as  a  Trustee  of  the  Museum  for  eighteen 
years,  and  as  a  member  of  its  Accessions  Com- 
mittee for  sixteen  years.  He  has  made  many  gifts 
to  the  Museum,  and  frequently,  numerous  pieces 
from  his  collection  have  been  on  loan  to  the 
Museum. 

Stanislaw  Czuma,  Curator  of  Indian  Art  at  the 
Cleveland  Museum,  has  selected  the  current 
exhibition,  and  prepared  the  scholarly  catalogue 
which  accompanies  it.  Sherman  E.  Lee,  Director 
of  the  Museum,  has  contributed  a  foreword,  and 
W.  G.  Archer,  Keeper  Emeritus  of  the  Indian 
Section  of  London's  Victoria  and  Albert 
Museum,  has  written  an  introduction. 

During  the  next  two  years  the  exhibition  will 
circulate  to  numerous  museums  and  university 
art  galleries,  having  been  at  the  University  Art 
Museum  at  the  University  of  Texas  in  Austin.  It 
will  travel  to  the  Kranncrt  Art  Museum  of  the 
University  of  Illinois  at  Champaign,  Harvard's 
Fogg  Art  Museum,  the  University  Gallery  of  the 
University  of  Florida  in  Gainesville,  the  Phoenix 
Art  Museum,  the  University  Art  Museum  of  the 
University  of  California  at  BerkeJey,  and  the 
University  of  Michigan  Museum  of  Art  in  Ann 
Arbor. 


PERSIAN  AND  INDIAN  MINIATURES 
FROM  THE  EVERETT  AND 
ANN  McNEAR  COLLECTION 
An  exhibition  of  Persian  and  Indian  miniatures 
from  the  collection  of  Everett  and  Ami  McNear 
of  Chicago  was  seen  at  the  Walters  Art  Gallery 
(Baltimore).  More  than  one  hundred  examples  of 
different  schools  of  illumination  active  between 
the  fifteenth  and  nineteenth  century  arc  in- 
cluded in  the  group  assembled  over  the  past  fifteen 
years  by  Mr.  and  Mrs.  McNear.  It  has  most 
recently  been  shown  at  the  University  of  Iowa 
Art  Museum  and  the  Art  Institute  of  Chicago, 
which  will  ultimately  become  its  home.  The  loan 
was  inspired  by  the  admiration  of  Mr.  and  Mrs. 
McNear  for  the  late  Dorothy  Miner,  librarian 
and  keeper  of  manuscripts  at  the  Walters  until  her 
death  in  1973.  All  three  had  served  for  a  number 
of  years  on  the  Advisory  Council  of  the  Univer- 
sity of  Notre  Dame  Art  Gallery,  where  a 
memorial  exhibition  in  honour  of  Miss  Miner 
was  held  last  year. 
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Amply  reflected  in  this  group  of  Persian  and 
Indian  miniatures  is  the  love  of  ornament  and 
narrative  traditionally  associated  with  art  of  the 
Eastern  hemisphere.  Balance  and  harmony 
govern  the  designs  of  pages  filled  with  colourful, 
imaginatively  rendered  human  figures,  animals, 
trees,  flowers,  daily  life  objects  and  abstract 
decoration.  The  action  of  the  principal  figures 
often  illustrates  textural  passages  which  also  form 
part  of  the  overall  composition  of  the  page.  In- 
cluded in  the  display  are  purely  calligraphic 
pages  which  explain  why  the  work  of  talented 
scribes  was  prized  even  more  highly  than  that  of 
painters.  Both  of  these  facets  of  Oriental  book 
production  are  generously  illustrated  in  a  sixty- 
three  page  catalogue  available  at  the  Walters  Art 
Gallerv  Museum  Store. 


7.  Portrait  o/Hcmmat  Khan  Bahadur,  Mughal, 

colours  on  paper,  1690. 

Everett  and  Ann  McNear  Collection. 


8.  Anonymous.  Mrs.  Norton  Quincy, 
eighteenth  century. 
Worcester  Art  Museum,  gift  of 
Stephen  Salisbury  nr. 


THE  COLONIAL  EPOCH  IN  AMERICA 
The  first  of  three  major  Bicentennial  exhibitions 
at  the  Worcester  Art  Museum  (Massachusetts)  is 
currently  on  view  and  can  be  seen  through 
4  January,  1976.  Art  forms  of  the  seventeenth  and 
eighteenth  centuries  selected  from  the  museum's 
permanent  collection  are  presented  in  non- 
traditional  installations  especially  designed  to 
convey  the  quality  of  life  in  the  pre-Revolution- 
ary  era  of  1674  to  1776.  The  Museum's  three 
American  galleries  have  been  completely  re- 
designed to  diminish  their  classical  architecture  to 
the  smaller  scale  of  colonial  homes. 

Each  room  presents  a  major  theme,  such  as  the 
paintings  of  Joseph  Blackburn  or  John  Singleton 
Copley,  or  the  Hiirivalled  collection  of  Paul 
Revere  silver  fashioned  for  Lois  Orne's  wedding 
gift.  Each  setting  is  appropriately  enriched  by 
examples  of  period  furniture,  rare  eighteenth- 
century  prints,  jewellery,  maps  and  broadsides, 
coins  and  paper  money,  clocks,  needlework, 
pewter  and  glass,  and  other  decorative  arts. 
Twenty-eight  paintings  are  presented  in  the 
exhibition  and  nearly  the  same  number  of  prints, 
with  fascinating  early  examples  from  the 
Museum's  Goodspced  Collection,  including 
Peter  Pelham's  mezzotint  of  Reverend  William 
Cooper  and  Paul  Revere's  print  of  The  Boston 
Massacre.  The  strong  American  silver  collection 
invites  special  attention;  in  addition  to  the  exten- 
sive grouping  by  Paul  Revere  n  is  shown 
Jeremiah  Dummcr's  porringer,  a  work  by 
Boston's  first  native  silversmith,  together  with 
pieces  by  John  Coney,  Edward  Winslow, 
Benjamin  Burt,  and  the  Worcester  silversmith, 
William  Swan,  among  others. 

The  Worcester  Art  Museum's  celebration  of 
America's  bicentennial  years  is  a  chronological 
series  of  three  separate  exhibitions,  each  accom- 
panied by  a  specially  written,  illustrated  cata- 
logue. Bicentennial  Exhibition  n  covering  the 
years  1776  to  1826  will  be  shown  1  March-30 
June,  1876,  and  Bicentennial  in,  1826  to  1876,  will 
be  on  view  15  September,  1976-5  January,  1977. 
A  separate  and  additional  commemorative  pro- 
ject is   the   forthcoming   publication   of  the 


9.  Albert  Bierstadt. 

Indian  Summer,  New  Hampshire,  1858. 

Bentley-Sellars  Collection. 

Museum's  important  collection  of  CM 
American  silver  in  a  fully-illustrated  catakjc 
written  by  Kathryn  C.  Buhler,  the  natiorry 
known  authority. 

The  present  show  was  organised  by  Dagm:E. 
Reutlinger,  Curator,  author  of  the  exhibim 
catalogue.  James  A.  Welu,  Assistant  Cun>r, 
co-ordinated  the  exhibition  design.  The  ca- 
logue  surveys  the  origins  and  development)! 
early  colonial  arts,  with  notes  on  the  more  tin 
one  hundred  objects  on  view. 


10.  Everett  Shinn. 

Roaring  Twenties,  mixed  media,  1920. 

Bentley-Sellars  Collection. 
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|A1  ;RICAN  PAINTINGS  FROM  THE 
Jb  ITLEY-SELLARS  COLLECTION 
J|r  est  in  the  heritage  of  American  painting  has 
$jr  ased  greatly  in  recent  years  and  will  con- 
•  to  grow  as  the  nation's  Bicentennial  cclc- 
on  approaches.  As  a  prelude  to  the  Bicenten- 
the  Cummer  Gallery  of  Art  (Jacksonville, 
da)  presented  an  exhibition  ol  a  distinguished 
Irican  collection  belonging  jointly  to  resi- 
s  of  Marietta,  Georgia:  Mr.  and  Mrs.  Fred  1 ). 
ley  and  Mr.  and  Mrs.  J.  Alan  Sellars. 
le  two  families,  close  friends  for  many  years, 
taken  a  unique  approach  to  collecting  by 
bining  their  resources  and  interests  to  form  a 
:d  collection  of  fine  American  paintings 
tijta  the  period  from  the  early  Republic 
ugh  the  early  twentieth  century.  Artists  of 
Hudson  River  School  are  particularly  well 
:sented  (Alvan  Fisher,  Thomas  Doughty, 
*tt,  Iiuiess,  Church,  Bierstadt,  Sonntag  and 
ler  Martin,  to  mention  a  few),  as  are  the 
:rican    Impressionists    (Metcalf,  Carlsen, 
)ell,  Robert  Reid  and  Guy  Wiggins,  among 
rs).  At  the  same  time  the  collection  is 
mally  revealing  in  the  works  of  many  lesser- 
wn  painters  who,  in  the  course  of  recent  art 
1  >rical  interest  are   only   now  being  're- 
c  .ivered',  attracting  the  attention  of  scholars, 

I  eum  curators  and  private  collectors, 
underlying  the  exhibition  is  the  theme  of 
ouragement'   for   would-be   collectors  of 
erican  painting,  for  this  is  a  collection  that 

•  ed  modestly  and  which,  through  study, 
j  cious  choice  and  the  adventure  of  the  hunt, 
1;  resulted  in  a  significant  achievement.  The 
I,  ibition  was  organised  by  John  A.  Mahey, 

II  ;ctor  of  the  Cummer  Gallery  of  Art,  who  also 
>te  the  fully  illustrated  catalogue  for  it. 


:  PORTANT  PAINTINGS 
CENTLY  ACQUIRED  BY 
1ERICAN  MUSEUMS 
!  Kimbell  Art  Museum  (Fort  Worth,  Texas) 
announced  the  acquisition  of  a  key  master- 
re  of  Italian  painting,  The  Raising  of  Lazarus 
Duccio  di  Buoninsegna  (c.  1255-1319),  usually 
'  >wn  as  Duccio.   Painted  in   1 308-11,  the 
el  comes  from  one  of  the  best  known  monu- 
nts  of  all  Western  art,  the  Macsta  (Majesty), 
s  masterwork  of  Duccio  was  commissioned 
the  high  altar  of  the  Cathedral  of  Siena  and 
iblished  Duccio  as  the  father  of  the  Sienese 
ool  and  one  of  the  world's  great  masters.  The 
nbell  panel  was  the  last  one  from  the  great 
irpiece  not  already  in  a  public  museum. 
The   painting    was    acquired    from  David 
ckefeller  of  New  York  who  inherited  the 
sterpiece  from  his  father,  John  D.  Rockefeller, 
The  panel  has  been  in  America  since  1927 
ten  it  left  the  collection  of  Robert  H.  Benson  in 
ndon  where  it  had  been  since  before  1 893 .  The 
rchase  price  was  not  disclosed.  It  is  in  the 
ditional  technique  of  tempera  on  wood  panel 
i  measures  17J  by  i8{  inches.  The  scene  shows 
irist  bringing  Lazarus  back  to  life  while  his 
:ers,  Mary  and  Martha,  stare  in  awe  before  an 
azed  throng  of  Jewish  mourners  in  the  back- 
Hind.  The  story  appears  in  the  Bible  in  the 
>spe!  of  St.  John  ( 1 1 : 1  -44) . 
A  tine,   seventeenth-century,    Dutch  genre 
:ne,  Card  Players  and  Merrymakers  by  Jacob 

I  ick,  has  been  added  to  the  collection  of  the 
orcester  Art  Museum.  It  was  purchased  in  1974 
>m  the  Amsterdam  dealer,  P.  de  Boer.  First 


11.  Duccio  di  Buoninsegna. 
The  Raising  of  Lazarus, 
tempera  on  wood  panel,  1 308-1 31 1. 
Kimbell  Art  Museum. 


recorded  in  the  possession  of  Count  Bruhl  in 
Dresden,  it  was  acquired  for  the  Russian  Imperial 
Collection  by  Catherine  the  Great  in  1769  and 
kept  in  the  Hermitage,  Leningrad,  until  about 
1930,  when  it  was  sold  by  the  Soviet  Govern- 
ment. 

Jacob  Duck  (1600-1660)  belongs  to  the  group 
of  artists  who  chose  for  their  main  subject  the  life 
of  the  Dutch  soldier.  Painting  in  the  Netherlands 
when  the  major  wars  of  independence  w-ere  over, 
Duck  seldom  depicted  the  military  in  battle  but 
concentrated  on  off-duty  hours  inside  a  guard- 
room, tavern,  or  brothel.  Duck  was  bom  in 
Utrecht  and  spent  most  of  his  life  there.  He  was 
influenced  in  part  by  older  artists  of  his  native 


city  such  as  Terbrugghen,  Honthorst  and 
Baburen,  who  by  the  1620s  had  transmitted  the 
influence  of  Caravaggio  to  the  North. 

Card  Players  and  Merrymakers  is  an  oil  on 
cradled  panel  measuring  i8|  by  29  inches.  The 
richly  coloured  and  lively  scene  shows  four 
women  and  two  men  around  a  table  with  a  card 
game  in  progress.  A  third  elegantly  garbed  man 
stands  full  face  at  the  viewer's  left,  and  at  the 
right  is  a  still-life  arrangement  of  musical 
instruments,  a  chair,  some  books  and  a  dog  in  a 
rather  statuesque  pose.  Full  of  interest  for  its 
splendidly  painted  costumes  and  varied  cast  of 
characters,  the  canvas  is  equally  rewarding  when 
studied  for  its  moral  overtones  and  hidden 
symbolism. 


12.  Jacob  Duck. 

Card  Players  and  Merry-Makers, 

oil  on  panel. 

Worcester  Art  Museum. 
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Right. 

1.  Ethiopian  Calabash. 
Musee  de  I' Homme,  Paris. 

Below. 

2.  Claude  Monet. 
Charing  Cross  Bridge,  1 900. 
Musee  d'Albi. 


Paris 

ETHIOPIA  TODAY 

Ethiopian  culture  is  not  understood  by  Europeans. 
The  country  is  isolated  and  its  chaotic  geographi- 
cal features  make  even  internal  communications 
difficult.  Communities  have  little  contact  with 
one  another.  This  explains  the  ethnic  purity  of 
the  different  peoples  of  Ethiopia.  The  nation  at 
present  totals  twenty-six  million  inhabitants  but 
statistics  change  rapidly  and  the  peasants'  life  is 
precarious.  Three  hundred  objects  of  popular  and 
traditional  art  illustrate,  in  the  exhibition  at  the 
Musee  de  l'Homme  (right  wing  of  the  Palais  de 
Chaillot  until  30  September),  the  way  of  life  and 
religious  and  economic  preoccupations  of  the 
Ethiopian  peoples.  Pottery,  silver  jewellery, 
basket  work  and  musical  instruments  all  demon- 
strate by  their  form  and  decoration  singular 
powers  of  invention  and  rejuvenation. 


Albi 

CLAUDE  MONET 

Until  30  September  the  Musee  Toulouse- 
Lautrec  of  Albi  is  showing  twenty-three  of  the 
most  representative  paintings  of  Claude  Monet, 
lent  by  the  Musee  Marmottan  in  Paris  which,  111 
exchange,  will  next  January  exhibit  a  large 


number  of  the  Lautrecs  from  Albi.  The  di  rent 
'periods'  of  Monet  can  be  seen  here :  the  b  :hes 
at  Trouville  of  1870,  the  famous  Imprsm  I 
sunrise  which  gave  its  name  to  Impressionis  and 
created  a  scandal  at  the  first  exhibition  t]  the 
group  at  Nadar's  studio  in  1874,  thenflie  sets  of  1 
Cathedrals,  of  London  and  of  water  lilit  the 
delicate  harmony  of  which  was  a  foretaste  "th{ 
libertv  of  abstract  art. 


TRIBUTES  TO  COROT  AND 
CHARLES  DAUBIGNY 
A  hundred  years  ago  Corot  died  in  Paris  itk 
age  of  seventy  nine  and  it  is  to  com  men  tat; 
that  anniversary  that  the  Orangerie  of  the  TJe:- 
ies  has  arranged  a  pleasing  and  impressive  ens 
tion  which  will  last  until  29  September.  CcBa 
known  to  have  executed  a  great  many  paiiW 
(the  Louvre  alone  possesses  six  hundred  andftv 
of  his  canvases  and  drawings).  To  choose  mt 
thousands  of  works  was  therefore  difficult.pt 
hundred  and  twenty  paintings,  sixty  print|a<: 
drawings  from  public  and  private  collector, 
give  a  fair  idea  of  the  painter's  developmei  b> 
showing,  in  chronological  order,  the  subject 
his  inspiration  and  of  his  manner  of  trein. 
them.  With  an  innate  feeling  for  light  and  act 


3.  Corot.  The  Belfry  at  Donai. 
On  exhibition  at  the  Orangerie,  Paris. 


tonal  values  Corot  always  rejected  any  devicjl 
easy  method  ot  achieving  that  intimate  simplify 
already  to  be  found  in  Chardin.  The  viewfll 
Paris  signed  in  his  youth  reveal  profound  resjet 
for  these  values,  but  it  is  chiefly  in  his  mclanchy 
portraits  of  women  and  little  scenes  of  Itjl 
painted  in  the  course  of  three  long  journeys,  w 
his  striking  genius  and  modern  approach  rem 
appear. 

That  same  light  and  spontaneity  in  the  trot 
mcnt  ot  nature  can  be  distinguished  in  the  wfc 
of  Charles  Daubigny  (1 817-1878)  who  was  aha 
precursor  of  the  style  of  the  Impressionists  1 
the  new  freedom  from  classical  compositions 
the  volume  of  the  'History  of  Art'  edited  y 
Andre  Wattcau  which  has  just  been  publisli 
(editions  Geoffroy-Dcchaumc.  S  rue  del' 
Abrcuvoir,  75018  Paris,  295  francs)  Mnl». 
Fidell-Bcaufort  and  Bailly-Herzbcrg,  with  e 
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J  of  two  hundred  and  sixty  illustrations, 
dj  ibe  the  life  and  work  of  Daubigny,  Ins 
fj  ly  and  his  friends.  These  friends  formed  the 
J  p  of  painters  some  of  whom  achieved  fame 
a'  others  who  remained  in  obscurity  -  those 
pi  :ers  of  Barbizon,  Isle-Adam  or  Normandy 
v  ,  cheerfully  disregarding  theories,  contri- 
te .1  to  one  of  the  most  successful  chapters  in  the 
I  rv  of  landscape  painting  and  art  in  general. 


>naco 

EW  EGYPTIAN  MUSEUM 
5  June  last,  the  Prince  of  Monaco  opened  a 
museum  devoted  to  Egyptian  art  in  the 
2  uc  Saint-Martin,  opposite  the  Musee 
(  inographique.  Under  the  title  L'Egypte  et  le 
n  !c  aiuu\uaire  there  is  a  collection  of  statuettes, 
i  uuies,  sarcophagi,  pottery,  make-up  jars  and 
c  itless  glasses  from  prehistoric  times  to  the 
1.  if  the  Ptolemies  and  the  Roman  occupation. 
1  geographical  and  sociological  aspect  is 
r  esented  by  objects  from  Greek,  Phoenician 
ji  Roman  civilisations.  The  arrangement  is 
i  lelled  on  American  museums:  surrounding 
i  ir  pieces  on  permanent  exhibitions  are 
t  ivirary  exhibitions  on  a  certain  subject  which, 
i'  idition  to  items  kept  in  reserve,  will  bring  in 
i  he  museum  pieces  from  public  or  private 
i  \tions.  The  presentation  is  restrained  and 
t|  >hasises  the  uniqueness  of  these  precious 
vts,  displaying  them  in  plain  glass  and  steel 
s  resting  on  pink  polished  granite  reminiscent 
uxor. 


neva 

ES  BRAYER  AND  THE  SOUTH 
the  age  of  seventy-two  Yves  Brayer  has  not 
finished  exploring  the  world.  A  keen 
.-rver  of  the  different  characteristics  of  each  of 
countries  he  has  visited,  he  has  brought  back 
vases  and  watercolours  which  are  on  view 
il  14  September  at  the  Galerie  des  Granges 
'lace  du  Bourg  de  Four).  We  can  see  the  gold 
the  Russian  basilicas,  the  changing  sky  of 
tugal  and  the  dazzling  white  of  Andalusia.  But 
yer's  favourite  places  are  always  the  countries 
unshine  -  Italy,  Spain  and,  above  all,  Provence 
here  natural  objects  appear  as  sculpture  in  the 
ir  light. 

>rdeaux 

TRODUCTION  TO  THE 
JSEUM  OF  AQUITAINE 
|e  Musee  d'Aquitaine,  which  is  devoted  to 
-History  as  well  as  History,  contains  more 
n  six  hundred  thousand  objects  which,  in 
ee  years'  time,  will  be  housed  in  a  building 
daily  designed  for  them.  In  the  meantime  it  is 
wing,  until  30  September,  in  the  buildings  of 

Cours  d'Albret,  an  outline  of  the  subjects 
lich  will  be  developed  in  the  new  building.  It 
>ne  of  the  rare  museums  established  before  the 
<9  Revolution.  Dating  from  1781  it  embraces 
-ast  selection  of  stones,  statues,  mosaics  and 
rnzes  representing  all  the  civilisations  which 
s  region  has  known  from  far  back  in  time.  The 
ee  main  objectives  after  1978  will  be  to  pro- 
le a  historical  museum,  to  make  full  use  of 
ice  (a  section  for  the  period  of  Romanization, 

instance),  and  to  mount  temporary  exhibi- 
ns  (urban  growth,  religious  life  etc.).  This 
jseum,  which  makes  a  speciality  of  stones, 
ovides  an  interesting  lesson  in  museum  craft. 


JAPANESE  ART  IN 
DUTCH  PRIVATE  COLLECTIONS 
Jack  Wilier 

An  exhibition  at  the  Singer  Museum,  Laren,  nh, 
31  May  to  27  July,  1975.  The  special  relationship 
between  Holland  and  Japan  arose  from  the  fact 
that,  from  the  first  trading  agreement  between 
the  Shogun  and  the  Dutch  East  India  Company 
in  16 1 1  until  Perry's  break-through  in  1853,  only 
Holland  of  all  western  nations  had  close  and 
continuous  contact  with  Japan.  Dutchmen  were 
stationed  at  Deshima,  close  to  Nagasaki,  and 
through  them,  almost  exclusively,  the  Japanese 
came  to  know  something  of  the  rest  of  the 
world  (otherwise  closed  to  them).  Evidence  of 
the  impact  of  the  Dutch  on  the  Japanese  is 
strikingly  given  in  the  prints  produced  at 
Nagasaki,  and  in  the  literature  of  those  who 
studied  the  Dutch  language  with  the  intention  of 
introducing  the  wonders  of  western  science  to 
their  isolationist  countrymen. 

"This  unique  relationship  is  reflected  in  the 
widespread  interest  in  Japanese  art  which  prevails 
today  in  Holland.  The  Vcrcniging  voor  Japanse 
Kunst  (Society  for  Japanese  Arts  and  Crafts)  is 
unquestionably  the  liveliest  and  most  influential 
society  of  its  kind  in  the  world,  and  it  was  due  to 
its  efforts  that  the  remarkable  exhibition  at  the 
Singer  Museum  was  brought  about.  Most 
ambitiously,  it  encompassed  specimens  of  a  wide 
range  of  fine  arts  and  artifacts:  painting  and 
woodblock  prints;  ceramics;  lacquer;  netsuke; 
and  metal  work.  In  addition,  there  was  a  section 
showing  examples  of  the  influence  of  the  Dutch 
on  Japanese  art,  and  the  depiction  of  Dutch 
people  and  their  belongings  not  merely  in  paint- 
ings and  prints,  but  on  all  maimer  of  objects, 
from  metal  stirrups  and  fire-arms,  to  lacquer  and 
porcelain  bowls.  There  was  also  an  extraordinary 
tapestry  picture  of  a  Dutch  ship  (No.  5). 

The  colour-prints  included  a  number  of  the 
established  masterpieces.  The  paintings  were  less 
impressive,  especially  those  of  the  earlier,  pre- 
Edo,  periods.  On  the  other  hand,  the  Eagle  in 
SniwbyHokusai  (No.  6),  is  a  notable  painting,  and 
the  bijin-ga,  'pictures  of  beautiful  girls',  by  such 
artists  as  Shinsai,  Toyohiro,  Shunman  and  Eizan, 
were  fully  representative  of  the  strength  of 


5.  anonymous.  Tapestry  picture  of  a  Dutch 
ship  under  sail,  dated  1848,  based  on  an  earlier 
woodblock  print. 

Collection  of  Mr.  and  Mrs.  W.J.  B.Jansen, 
Haarlem,  Holland. 


6.  Katsushika  Hokusai.  Eagle  on  a  pine 
branch  in  snow.  Signed  Ro-Manji  hitsu  in  his 
eigh  ty-fourth  year  (1843). 
Collection  of  Mr.  and  Mrs.  H.  M.  Kaeinpfer, 
The  Hague,  Holland. 


western  collections  in  Ukiyo-e.  The  lacquer, 
ceramics  and  netsuke  were  all  of  high  quality,  but 
the  examples  of  metal-work,  especially  the  tsuba 
and  other  sword-furniture,  were  exceptional. 
Some  of  the  pieces  from  the  well-known  van 
Daalen  collection  must  be  among  the  finest  in  the 
world. 

The  display,  in  the  spacious  and  well-lighted 
halls  of  the  Singer  Museum,  of  so  wide  a  range  of 
objects  demonstrated  the  astonishing  artistry  of 
the  Japanese  during  the  Edo  period  (c.  1600- 
1868).  The  well-produced  record  of  the  occasion, 
entitled  'Japanse  kunst  uit  Nederlands  particu- 
lier  bezit',  with  well-illustrated  articles  dealing 
with  each  category  of  the  exhibits  (in  Dutch,  but 
with  an  English  summary)  testifies  to  the  taste 
and  acumen  of  the  many  Dutch  collectors  who 
made  so  memorable  an  exhibition  possible. 
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The  Gothick  Taste 
'England's  Michelangelo' 
The  Sacred  Spring 
Art  in  Vienna 


The  Gothick  Taste 

By  Terence  Davis 

168  pages,  122  illustrations 

and  6  colour  plates 

Newton  Abbot:  david  and  chari  fs 
,£10.  50  until  1  February  1976, 
£12.00  thereafter 

This  book  at  first  glance  gives  the  impression  of 
but  thinly  disguised  slightness.  It  has  little  more 
than  forty  complete  pages  of  text  consisting  of 
less  than  thirty  thousand  words.  The  text  is 
cleverly  split  up  by  the  illustrations  and  each  page 
though  eight  inches  wide  has  left  and  right 
margins  which  total  three  and  a  quarter  inches: 
both  these  ploys  make  the  book  appear  to  be  far 
more  substantial  than  it  actually  is.  It  has  one 
hundred  and  twenty-two  black  and  white  and 
eight  coloured  illustrations,  a  number  of  each  are 
made  needlessly  large.  We  are  all  now  accus- 
tomed to  high  book  prices,  but  we  still  do  expect 
something  a  little  more  substantial  for  £12.  The 
titles  of  each  of  the  six  chapters  float  uneasily  in 
the  middle  of  a  whole  blank  page  edged  with  a 
Victorian  Neo-classical  border  -  hardly  in  the 
'Gothick  Taste'.  The  titles  with  their  jokey  alli- 
teration are  worth  quoting  in  full,  they  do  little 
to  convince  us  of  any  serious  purpose  on  the  part 
of  the  author.  They  are  'Poets  in  the  Precincts'; 
'Rococo  at  Random';  'Mansions  in  the  Mid- 
lands'; 'Twilight  on  the  Thames';  'Castle  in  the 
Clouds'  and  'The  Perfect  Picture'.  Judging  from 
these  Mr.  Davis  is  correct  in  stating  in  his  preface 
that  'It  is  the  contagious,  long-lasting  Rococo 
element  that  I  hope  will  stand  out  from  the  in- 
exhaustible mass  of  complicated  interwoven  and 
often  conflicting  material'.  If  he  had  merely  pro- 
vided a  short  and  balanced  commentary  to  the 
photographs  he  would  have  performed  a  useful 
service.  His  footnotes  demonstrate  that  he  has 
followed  well  trodden  paths  and  has  consulted 
very  little  of  the  wealth  of  manuscript  material 
that  survives.  He  depends  heavily  on  modern 
sources  such  as  Dr.  J.  M.  Crook's  scholarly  intro- 
duction to  the  recently  published  re-print  of 
Eastlake's  History  of  the  Gothic  Revival. 

Mr.  Davis  is  fixated  by  the  febrile  and  insub- 
stantial charms  of  the  Rococo,  but  he  has  a  rather 
outdated  conception  of  its  limits  and  influence. 
He  is  concerned  with  'that  particularly  fanciful 
evocation  of  the  middle  ages  mostly  Rococo  in 
spirit  that  threaded  its  way  through  ten 
decades  .  .  .'.  But  as  he  says  elsewhere  that 
William  Kent  '.  .  .  must  be  considered  the  father 
ot  Rococo  Gothick  .  .  .',  it  would  seem  that  he 
considers  that  what  he  calls  'Rococo  Gothick' 
continues  unchanged  from  the  1730s  to  the 
1830s.  He,  like  most  lovers  of  the  'Rococo  spirit', 
probably  finds  the  gothic  of  the  High  Victorian 
period  too  tough  and  aggressive  for  his  Georgian 
sensibilities.  It  is  time  that  the  historians  of 
eighteenth  century  applied  art  and  architecture 
began  to  untangle  the  various  threads  of  the  non 
Neo-classical  styles.  The  magisterial  'Age  of  Neo- 
Classicism'  exhibition  recently  investigated  and 
clarified  the  phases  of  that  style.  Unfortunately 
the  recent  'Gothick'  exhibition  at  Brighton  in- 
stead of  attempting  to  do  this  made  matters  more 
muddled  and  obscure  than  before,  as  far  as  the 
phases  of  the  eighteenth  century  Gothic  Revival 
are  concerned.  The  organisers  of  the  forthcoming 
'Rococo'  exhibition  will  have  a  very  good  oppor- 
tunity to  define  the  relationship  of  Rococo  to  the 
Gothic  Revival.  There  is  no  doubt  that  the  licence 
of  Rococo  enabled  it  to  easily  absorb  certain 


Gothic  motifs,  just  as  it  did  certain  Chir*  an 
Oriental  ones.  The  Rococo  certainly  falb'u 
least  three  parts,  the  Rococo  proper  witjtj 
and  's'  scrolls  and  shells,  the  exotic  Gem 
Rococo,  and  the  Gothic  Rococo.  But  the 
very  definitely  a  recognisable  stflmd  1 
Rococo  Gothic  running  right  through  thi^j 
40s  and  50s.  Browne  Willis,  Stukeley  c  C 
would,  like  any  of  the  serious  Goths  whchaied 
their  passionate  beliefs  in  the  British  01  ir 
Gothic,  have  been  very  distressed  to  be  taught 
protagonists  of  the  French  inspired  Rocoo 

The  similarity  of  some  eighteenth-at;:-; 
wood,  stone  or  plasterwork  at,  for  iranct, 
Arbury,  to  Rococo  work  is  not  as  close  a  1  cer- 
tain  as  Mr.  Davis  would  like  to  think  Lr  i 
closely  at  the  ceiling  of  Henry  vn's  Chie  . 
Westminster  Abbey.  This  was  one  of  thrr 
popular  sources  for  fan  vaulted  Gothic  Ijfcvii 
ceilings,  it  appears  at  Strawberry  Hill,  Zaun 
Hart  well  Church  and  Fonthill.  But  if  onjesre. 
fully  compares  the  parent  and  its  progeria 
are  all  frivolous,  non-structural  and  oventttri 
with  ornament.  These  characteristics  are  cowin 
to  both  the  Rococo  and  the  lated  debased  iatrur 
of  Henry  vn's  Chapel.  There  is  nothing  spi;,-. 
ally  Rococo  about  the  eighteenth-citin 
examples  quoted,  one  looks  in  vain  for  'qir  r 
scrolls.  Had  the  eighteenth-century  Gothppi 
pened  to  choose  for  their  source  middle  pintai 
Gothic  rather  than  late  perpendicular  there  jouid 
have  been  no  confusion  with  the  Rococojiam 
not  here  concerned  with  any  vague  talk  abcitiit 
'Rococo  spirit'  but  with  the  motifs  actualized 
and  their  sources. 

Mr.  Davis  feels  guilty  about  the  structui  <ta 
honesty  of  much  of  the  work  he  discussc  to 
excuses  this  when  talking  of,  for  instance,  Aron 
by  saying  '.  .  .  which  in  more  pedantic  tads 
would  have  shown  more  archaeological  ac«aa 
and  structural  honesty  but  less  inspireci&n 
tasy  .  .  .'.  He  misses  the  point  about  tbpr; 
occupation  of  the  Victorian  Goths  with  stntara 
honesty,  if  one  is  using  the  middle  pointed  )ri« 
of  gothic  as  a  source  the  solidity,  plainness  aitthi 
structural  nature  of  the  original  demands  tbuarrj 
characteristics  in  the  revived  style.  The  totdao 
of  concern  with  structural  honesty  or  trtH 
materials,  shown  in  much  later  perpendub 
architecture,  suited  the  eighteenth-century  Dth 
perfectly.  The  use  of  scagliola  instead  ot  m(b!e 
veneer  instead  of  solid  wood  or  painted  plasrr 
papier  mache  as  a  universal  substitute  wsen 
couraged  in  all  eighteenth-century  interiofni 
any  style.  One  interesting  new  material  tIocI 
was  in  frequent  use  by  the  1750s,  especiajj»fo 
gothic  revival  ceilings  was  papier  macheTBi 
Mr.  Davis  properly  carried  out  his  research  cith 
published  material  concerning  Strawbcrryrl:i 
he  would  have  discovered  that  the  ceiling  ith 
Gallery  was  not  '.  .  .  a  false  plaster  fan  vatts 
ceiling  .  .  .'  but  a  papier  mache  one.  There -er 
others  at  Strawberry  Hill,  they  were  supplic  b 
Mr.  Bromwich  the  famous  decorator.  The  tx 
Gray  in  a  letter  in  1759  describes  the  ceiling  (tb 
'Holbein  Chamber'  thus  'the  ceiling  is  covered^ 
fretted  in  star  and  quatrefoil  compartments  it! 
roses  at  the  intersections,  all  in  papier  mache. . 
Sanderson  Miller  also  used  it  for  pendant  ctn 
bosses  at  Wroxton  Abbey  in  1753.  It  is  a  pityh: 
the  contribution  of  this  interesting  material  tth 
Gothic  interiors  of  the  eighteenth  century  iic 
dealt  with  in  tins  book. 

The  introduction  states  that  'the  greatest 
poncnts  of  Gothick  were  William  Kent  and  tc 
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I  '  There  is  no  doubt  that  Wyatt's  place  at 
I  ad  of  the  eighteenth-century  Goths  is 
I  [  but  what  of  Sanderson  Miller?  Kent's 
i  ancc  as  a  Gothic  Revivalist  has  probably 
!  ver  rated,  his  work  in  this  style  consisted 
!  main  of  additions  to  existing  buildings,  for 
I  e  the  screens  at  Gloucester  cathedral  or 
linstcr  Hall.  Some  of  his  work  like  that  at 
ton  Court  is  more  Tudor  than  Gothic.  Wc 
probably  agree  with  Walpolc  when  he 
is  genius  was  not  universal,  he  succeeded 
othic'.  Sanderson  Miller  emerges  more  and 
s  .1  architect  of  importance.  Wc  might  well 
with  Mr.  Barrett  of  Bclhus  -  later  Baron 
-  who  wrote  to  Miller  in  1746,  'Your  fame 
greater  and  greater  every  day  and  I  hear  of 
"  else,  if  you  have  a  mind  to  set  up  you'l 
dipse  Mr.  Kent  especially  in  the  Gothick 
1  which  in  my  mind  he  suceeds  very  ill  .  .  .'. 
ter  chapter  in  this  book  he  is  given  greater 
nence  than  in  the  introduction.  But  Mr. 
cannot  take  his  reaction  or  that  of  his  con- 
■raries  to  the  middle-ages  seriously.  Miller 
ed  a  letter  in  1753  which  said,  'Sir,  I  was 
eek  at  Mr.  Talbot's  at  Lacock  when  he 
ntly  mentioned  his  intention  to  re-build 
eat  Hall  next  Spring.  As  his  house  consists 
remains  of  an  old  Nunnery  it  was  agreed  on 
ids  that  it  would  be  most  proper  to  fit  it  up 
Gothick  taste  .  .  .'.  This  desire  to  have  an 
on  to  the  house  which  was  in  keeping  with 
ginal  style  of  architecture  seems  serious  and 
uqi  le.  Those  who  know  Lacock  will  be  able  to 
iiJ  how  well  Miller  achieved  this  goal.  But 
1  >avis  accuses  him-and  praises  him  -  for  'the 
a  Dy  light-hearted  approach  of  the  mid- 
jj   enth  century  to  past  triumphs  .  .  .',  he 
r  .tably  sees '. . .  unmistakable  elements  of  the 
co  .  .  .'  but  why  the  'fretted  cresting  of 
.'  nan  flavour  linking  the  "Tudor"  cupola, 
1  -  itre  star-shaped  opening  . . .'  are  Rococo  he 
not  explain.  He  ends  by  calling  Miller's 
rcj  as  and  exciting  work  at  Lacock  'this  highly 
;tj  rical  set  piece', 
j  .ope  my  comments  above  demonstrate  that 
!  hort  text  of  this  book  is  misleading  in  its 
>  sions,  its  vagueness,  its  unsubstantial  state- 
1  :s  and  its  failure  to  give  a  balanced  treatment 
e  subject.  There  are  parts  which  could  have 
left  out  to  make  room  for  more  relevant 
rial.  Much  of  the  chapter  on  the  'Castle 
S     is  only  distantly  related  to  the  Gothic  Re- 
v  1  as  Dr.  Alistair  Rowan  convincingly  proved 
i  s  recent  lectures  upon  the  subject  at  the  Royal 
5  ety  of  Arts.  The  illustrations  in  this  book  are 
c,  aterest,  Mr.  Davis  has  brought  together  in 
V  place  a  reasonable  range  of  the  major 
j  teenth-century  Gothic  Revival  buildings  and 
.  riors.  It  is  sad  that  in  these  times  when  it  has 
1,  >me  prohibitively  expensive  to  publish  a 
li  k,  that  so  much  time,  money  and  effort  on 
1  part  of  the  author  and  his  publishers  should 
1  c  been  expended  upon  such  an  inadequate 
k.  The  subject  is  a  fascinating  one  upon  which 
holarly  and  comprehensive  book  is  badly 
ded;  let  us  hope  that  Mr.  Davis  has  not 
:rred  someone  from  writing  one  soon. 

CLIVE  WA1NWR1GHT 


F,  Watts.  Choosing.  Recently  acquired  by  the 
tional  Portrait  Gallery, 
t.  Martin's  Place,  WC2. 


'England's  Michelangelo' 

A  Biography  of  George  Frederic  Watts  om,  ra 

By  Wilfrid  Blunt 

258  pages,  illustrations 

London:  HAMISH  Hamilton 

£8.50 

My  initial  feeling  whilst  reading  this  book  was 
one  of  disappointment  because  it  was  not  a  more 
weighty  and  scholarly  volume.  However,  it  is 
manifestly  unfair  to  expect  more  from  a  book 
than  its  author  claims  for  it  himself,  and  Mr. 
Blunt's  stated  aim  was  to  write  an  old  fashioned 
life  and  times;  this  he  has  done  admirably.  Despite 
the  rigorous  censorship  imposed  by  Mary  Watts, 
the  adoring  widow  and  guardian  of  'Signor's' 
memory,  who  edited  her  husband's  every  word 
and  thought,  leaving  the  image  of  her  beloved 
as  a  man  of  high  moral  fibre  and  weak  humour  in 
the  vein  of  Mr.  Pooter,  Mr.  Blunt  has  found 
sufficient  material  to  animate  his  subject.  Watts 
is  the  only  remaining  giant  among  Victorian 
painters  who  has  not  yet  been  fully  re-assessed, 
and  the  fault  lies  partly  in  the  nature  of  his  work. 
The  statements  of  eternal  truths  which  his  dedi- 
cation drove  him  to  commit  to  canvas  after 
canvas,  often  on  a  considerable  scale,  still  dis- 
concert many  people  who  feel  that  morality  like 
immorality  should  only  be  practised  by  consent- 
ing adults  in  private.  It  is  also  due  in  part  to  the 
cocooned  life  Watts  led  surrounded  by  adoring 
ladies  taking  him  terribly  seriously,  which  led 
to  a  total  lack  of  self-criticism.  Choosing  (illus- 
trated), the  superb  portrait  of  Ellen  Terry  - 
Watts'  first  wife  -  trying  to  decide  between  the 
showy  blossoms  of  a  camelia  and  the  modest  but 
fragrant  violets  in  her  hand  is  one  of  the  most 
beautiful  of  Victorian  paintings,  whilst  B.C.  or 
Tasting  the  First  Oyster  must  be  one  of  the  most 
absurd  productions  of  the  nineteenth  century. 

If  the  thoughts  and  statements  of  Watts  have 
been  censored  almost  out  of  existence  there  arc 
still  enough  characters  of  flesh  and  blood  to 
enable  Mr.  Blunt  to  bring  the  whole  tapestry  to 
life.  Most  of  these  characters  are  women  who 
adopted,  mothered  and  smothered  Watts,  mak- 
ing him  into  something  between  a  household  pet 
and  a  god.  As  the  son  of  a  piano-tuner  he  was 
clearly  not  eligible  in  the  eyes  of  most  of  them, 


but  as  a  tame  and  amiable  lion  he  was  felt  to  add 
considerable  lustre  to  their  various  households 
and  salons.  The  stream  starts  in  Florence  with 
Lady  Holland,  wife  of  the  British  Minister  and 
Lady  Duff  Gordon  and  her  daughter  Gcorgy;  it 
then  continues  in  London  with  the  bevy  of 
talented  Pattlc  sisters  including  Sara  Prinsep, 
Virginia  Somcrs  and  Julia  Margaret  Cameron; 
later  come  the  formidable  Mrs.  Barrington  and 
Mary  Frascr-Tytlcr,  the  second  Mrs.  Watts.  Both 
Mrs.  Barrington  and  Mary  Watts  set  out  to  be 
the  official  biographers  of  'Signor',  and  between 
them  buried  him  under  a  dead  weight  of  fairly 
unreadable  literature.  If  Mr.  Blunt  achieves 
nothing  more  he  has  at  least  corrected  the  balance 
on  this  score.  This  is  a  book  that  would  have 
pleased  Alice  as  it  is  full  of  pictures  and  conversa- 
tions, and  I  am  sure  it  will  please  many  others  and 
help  to  swell  the  band  of  pilgrims  who  visit  the 
Watts  Museum  at  Compton,  that  sanctuary  in 
the  Surrey  countryside,  over  which  Mr.  Blunt 
presides  so  benignly. 

PEYTON  SKIPW1TH 


The  Sacred  Spring 

The  Arts  in  Vienna  1 898-1918 
By  Nicholas  Powell 
224  pages,  numerous  illustrations 
with  colour 

London:  studio  vista 
£9-50 


Art  in  Vienna  1 898-191 8 

Klimt,  Kokoschka,  Schiel 

and  their  Contemporaries 

By  Peter  Vergo 

256  pages,  215  illustrations 

and  1 5  colour 

London:  phaidon  press 

£7-95 

In  the  last  five  years  there  has  been  a  remarkable 
upsurge  of  interest  in  the  intellectual  and  artistic 
achievements  of  turn-of-the-century  Vienna. 
The  Royal  Academy's  'Vienna  Secession'  exhibi- 
tion of  1971  led  the  way;  other  exhibitions, 
smaller  but  no  less  interesting,  followed  -  the 
series  presented  at  the  Piccadilly  Gallery  in  Cork 
Street,  for  example.  We  have  had  a  surfeit  of 
Mahler's  music  (as  well  as  films  about  Mahler), 
and  the  reminiscences  of  his  celebrated  wife, 
Alma,  later  Kokoschka's  mistress,  have  been 
translated  into  English.  Television  has  dramatised 
for  us  some  of  the  stories  of  Arthur  Schnitzler,  a 
doctor  turned  writer  who  was  in  a  sense  the 
literary  counterpart  to  Freud.  There  have  been 
important  publications  on  such  major  figures  of 
the  period  as  Klimt,  Schiele,  Schonbcrg  and  Otto 
Wagner.  Kokoschka's  autobiography  recently 
came  out  in  this  country,  giving  us  a  personal 
insight  into  those  last,  feverish  years  of  Habsburg 
Vienna  as  revealing  as  Stefan  Zweig's  famous 
account  in  'The  World  of  Yesterday'.  At  the 
present  time  a  major  revaluation  is  under  way  of 
the  wrork  of  Karl  Kraus,  the  great  publicist  and 
critic  of  language.  Finally  -  although  one  could 
extend  this  list  further  -  Ludwig  Wittgenstein 
has  been  taken  away  from  Cambridge  and  placed, 
with  some  justification,  in  the  cultural  context  of 
his  native  Vienna,  alongside  Kraus,  Schonberg, 
Adolf  Loos  and  others,  by  the  authors  of  a 
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challenging  book  published  in  1973,  'Wittgen- 
stein's Vienna'  (by  Allan  Janik  and  Stephen 
Toulmin). 

And  now  two  more  books,  both  about  the 
visual  art  of  the  period  from  the  founding  of  the 
Secession  to  the  collapse  of  the  Empire  and  the 
end  of  the  First  War.  Before  asking  ourselves  if 
we  really  need  another  book  on  Vienna  -  let 
alone  two  -  it  is  worth  trying  to  examine  some  of 
the  reasons  for  this  sustained  interest  in  the  cultur- 
al life  of  a  declining  empire.  It  would  be  simplistic 
to  view  things  in  terms  of  one  decadent  culture 
naturally  looking  back  with  fascination  at  the 
death  throes  of  another;  and  yet  there  is  some 
truth  in  this.  After  all,  the  imaginative  leap  is  one 
of  only  half  a  century.  But  when  viewed  in  close- 
up  the  parallels  tend  to  dissolve.  No,  Vienna  is 
the  object  of  critical  scrutiny  for  two  different 
and  important  reasons:  because  an  alternative  to 
the  myth  of  Paris  as  the  artistic  capital  of  Europe 
in  the  early  decades  of  this  century  is  both  neces- 
sary and  inevitable ;  and  because  so  much  that  we 
now  take  for  granted  in  music,  psychology, 
philosophy,  architecture  and  the  applied  arts  was 
being  thrashed  out  by  the  revolutionary  thinkers 
and  artists  in  the  twenty  or  so  years  now  under 
review. 

These  two  books  were  published  within  eight 
months  of  each  other;  both  are  getting  on  for_£io 
in  price.  Certainly  no  one  can  afford  to  buy  the 
two,  but  how  to  choose  between  them?  Apart 
from  short  sections  on  music  and  sculpture  in  Mr. 
Powell's  book,  the  subject  matter  is  identical. 
This  is  perhaps  no  more  than  an  unfortunate 
coincidence,  although  the  two  authors  arc  ac- 
quainted and  were  aware  of  each  other's  re- 
searches, as  Mr.  Vergo  acknowledges.  Both, 
ardent  devotees  of  Vienna,  are  well  qualified  to 
write  the  history  of  the  art  of  this  period. 

The  choice  for  anyone  lucky  enough  to  be  able 
to  read  both  works  before  deciding  is  not  a 
difficult  one.  In  almost  every  respect,  Mr.  Vcrgo's 
is  the  better  buy;  and  he  convinces  one  of  the 
necessity  for  a  book  such  as  his.  There  has  been 
nothing  to  date  which  so  ingeniously  draws 
together  all  the  various  strands  in  the  art  and 
thought  of  the  time,  while  tracing  a  clear 
development  through  the  exhibitions  of  the 
Secession  to  the  Kunstschau  of  1909.  Cheaper, 
more  illustrations  of  a  uniformly  higher  standard 
of  reproduction  -  including  many  seldom  seen 
before  -  and  a  well  written,  closely  argued  text, 
'Art  in  Vienna  1 898-191 8'  tells  the  story  of  these 
years  in  a  maimer  palatable  to  scholar  and  general 
reader  alike.  Mr.  Powell's  book,  on  the  other 
hand,  has  little  to  offer  a  student  of  the  period. 
Lacking  in  narrative,  it  reads  more  like  a  cata- 
logue. As  an  introductory  guide-book,  complete 
with  historical  table  (useful)  and  map  (less  useful: 
most  of  the  buildings  marked  are  pre-1890),  it  is 
good,  although  the  illustrations  are  rather  pre- 
dictable, with  significant  omissions.  Similarly, 
the  text  contains  no  surprises  -  Mr.  Powell 
mainly  echoes  received  opinions  -  and  the  order- 
ing of  material  is  sometimes  confusing:  for 
example,  Loos  should  surely  be  discussed  after  the 
Secession  and  the  Wiener  Wcrkstatte,  since  much 
of  his  early  work  was  conceived  in  terms  of  a 
reaction  to  their  excesses  and  not  only  to  histori- 
cism.  Mr.  Vergo  brings  the  inter-relationships  of 
the  period  -  of  which  there  were  a  remarkable 
number  -  out  into  the  open,  whereas  Mr.  Powell 
only  hints  at  them  in  passing.  Kokoschka,  Loos, 
Kraus,  Schonberg,  Altenberg  were  all  close 
friends,  members  of  that  'alternative  society' 


described  by  Mr.  Vergo,  whose  forum  of  often 
fierce  debate  was  that  peculiarly  Viemiesc  insti- 
tution, the  coffee  house. 

Mr.  Powell's  book  contains  a  long  introduction 
by  Adolf  Opel  on  the  political,  social  and  intel- 
lectual background  to  the  artistic  events.  But  Mr. 
Vergo's  opening  chapter,  though  much  shorter, 
goes  over  the  same  ground  with  greater  insight, 
touching  on  such  important  themes  as  the  stagna- 
tion and  illusory  security  of  Viennese  society,  its 
preoccupations  with  death  and  the  erotic,  its 
sexual  hypocrisy,  anti-scmitism  and  conservatism 
and  its  tradition  of  neglecting,  even  humiliating 
great  creative  individuals.  Nevertheless,  Mr. 
Opel  writes  persuasively  about  the  cult  of 
Vienna;  he  and  Mr.  Vergo  seem  to  be  in  agree- 
ment over  the  true  nature  of  the  society  in 
question.  Both  are  more  realistic  than  Mr. 
Powell,  who  considers  Vienna  to  be  'very  much 
the  cultural  capital  today  that  it  was  in  the  years 
before  and  after  the  turn  of  the  century'. 

Mr.  Vergo  sees  the  circle  around  Loos,  Kraus 
and  Trakl  as  being  'the  representatives  of  the  true 
revolution  in  Austrian  culture'.  This  is  by  now  an 
established  view  but  one  that  needs  restating.  Mr. 
Vergo's  book  is  concerned  with  fitting  others 
into  the  picture.  One  of  these  is  Richard  Gerstl, 
little  known  outside  Austria,  who  taught 
Schonberg  to  paint.  In  1908  he  committed 
suicide,  like  so  many  Viennese,  and  thereby 
'robbed  Expressionist  painting  of  one  of  its 
potentially  outstanding  talents'.  The  author 
thinks  of  his  book  as  primarily  a  'source  book', 
and  a  list  of  his  literary  sources,  some  translated 
into  English  for  the  first  time,  is  impressive.  Main- 
are  called  upon  by  Mr.  Vergo  to  act  as  sym- 
pathetic witnesses  to  'the  final  apocalyptic  spurt 
of  the  Habsburg  Empire' (a  phrase  from  Mr.  Opel's 
essay).  But  witnesses  or  partakers,  the  men  who 
form  the  subject  of  such  studies  as  these  were 
scarcely  recognised  in  their  lifetime;  after  all, 
Vienna,  in  the  words  of  one  who  lived  through 
this  period,  is  'a  city  which  has  begotten  geniuses 
again  and  again  and  then  demolished  them'. 

RICHARD  CALVOCORESSI 


Infernal  Methods 

A  study  of  William  Blake's  \ 
Art  Techniques  _ 

Raymond  Lister 

Infernal  Methods  is  the  first  book1 
devoted  to  an  analysis  of  all 
the  techniques  which  William 
Blake  brought  so  memorably  to* 
bear  on  his  visual  art.  His  (often 
innovatory)  methods  for  paint- 
ing,  engraving  and  etching  are 
examined,  as  are  his  printing  I 
techniques.  Raymond  Lister  has! 
written  studies  of  Calvert  and 
Samuel  Palmer  in  addition  to  his 
1968  Blake  biography.  He  is 
President  of  the  Royal  Society  of 
Painters,  Sculptors  and  Gravers, 
and  a  Governor  of  the  F.B.A. 


4  colour, 
£8  net 
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William  Blake 

'The  best  biography  since  Gil- 
christ'.—T.L.S. 

24  illustrations  £2.75  net 
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ELL  BELL  BEL 


SHIP  MODELS 
in  miniature 


Donald  McNarry 
This  is  a  book  of  great  interest  to 
the  collector  of  ship  models  and  to 
the  ship  builder.  Donald  McNarry, 
who  has  been  building  ship  models 
all  his  life  and  for  the  last  twenty 
years  as  a  free-lance  professional, 
here  describes  over  sixty  miniature 
ship  models  which  he  has  built.  The 
historical  period  covered  is  from 
700BC  to  the  late  1960s  and  in- 
cludes not  only  English  ships  but 
also  ones  of  American,  Dutch  and 
Portuguese  origin. 

Such  is  the  demand  for  McNarry's 
models  that  although  some  are  in 
public  museums,  most  are  in  exclu- 
sive private  collections. 

Over  280  illustrations  including 
twenty  in  colour. 

£6.95  tiU  1.2.76  then  £8.50 
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NEWTON  ABBOT 
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<ove.  A  fine  late  seventeenth-century  lantern  A  rare  sweetmeat  and  cover  containing  a  A  Chinese  porcelain  figure  of  a  standing 

>ck  with  alarm  mechanism  by  Thomas  Taylor,  George  i  silver  threepenny  piece.  Dated  1727.  Lohan  on  a  rectangular  plinth  decorated  with 

ilbom,  London,  c.  1690.  Exhibited  at  the  Allan  Tillman  Antiques,  jamille  verte  enamels. 

trrogate  Fair  by  IV.  R.  Harvey  and  Co.  Ltd.  9  Halkin  Arcade,  Motcomb  Street,  London  sw(.  K'ang  hsi  period  1 662-1 722. 

/ 70  Chalk  Farm  Road,  London,  NWi .  Exhibited  at  the  Harrogate  Fair  by  Sydney  L.  Moss, 

51  Brook  Street,  London,  wi, 

low.  Interior  of  clock  by  Thomas  Taylor. 
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4- James  Pollard. 
The  Royal  Mail  Coaches  for  the 
North  Leaving  the  Angel  Inn, 
Islington,  1827. 
104.1  x  147.2  cm. 
Christie's,  June  1975. 
£36,750  ($80,115). 


2.  Below.  Sir  Edward 

COLEY  BURNE-JONES. 

Portrait  of  Cecily  Homer, 
c.  1895.  72  X  44  cm. 
Sotheby's  Belgravia, 
July  1975.  £5,000 
($10,900). 


1.  Above.  Heywood  Hardy  and 
John  Varley. 
Falconers,  1887, 
on  panel.  65  X48  cm. 
Sotheby's  Belgravia,  July  197s. 
£7.800  ($17,004). 


5.  Ebonised  display  cabinet, 
designed  by  E.  W.  Godwin,  c.  1875 
Height:  185.5  cm. 
Sotheby's  Belgravia,  May  1975. 
£6,200  ($13,516). 


3.  Right.  Jacques  Joseph  Tissot. 
Seaside. 

86.3  x  59.6  cm. 
Christie's,  July  1975. 
£u,550  ($25,179). 

Since  the  renewed  interest  in  the 
Victerian  era  created  a  demand  for 
Victorian  works  of  art  in  the 
salerooms  about  five  years  ago  their 
popularity  has  increased  with  only 
minor  setbacks.  Christie's  have 
been  holding  Victorian  picture 
sales  since  1970  and  in  the  summer 
of  1972  they  devoted  their  first 
whole  week  to  Victorian  sales. 
These  Victorian  weeks  are  now 
held  about  four  times  a  year  and 
have  included  furniture,  silver, 
ceranucs,  drawings  and 
watercolours,  cameras, 
photographs  andassociated  material, 
as  well  as  paintings.  Sotheby's  set  up 
their  Belgravia  rooms  in  September 
1 97 1  to  deal  with  objects  made 
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after  the  1830s  and  before  the  1930s 
and  have  been  extremely  successful. 

Having  gone  sky-high  in  1973, 
prices  for  Victorian  pictures 
appeared  to  drop  heavily  last  year. 
They  have  now  improved  and  on 
25  July  Christie's  held  their  most 
successful  Victorian  picture  sale  of 
the  season,  with  a  total  of  £157,262. 
Sotheby's  Belgravia's  main  summer 
sale  of  Victorian  paintings, 
drawings  and  watercolours  was 
held  on  1  July  and  realised 
£166,865.  An  Arab  scene, 
Falconers,  by  Heywood  Hardy  and 
John  Varley  fetched  £7,800 
($17,004),  way  above  its  estimate  of 
£1,000  to  £2,000.  There  were  a 
number  of  works  by  Sir  Edward 


Bume-Jones  which  sold  well.  Two 
sensitive  portraits  painted  in  soft 
pastel  shades  of  yellow,  brown, 
blue  and  green  fetched  prices  above 
their  estimates:  Cecily  Homer, 
c.  1895,  was  £5,000  ($10,900)  and 
Francis  Homer,  1879,  was  £2,800 
($6,104).  Other  pictures  by  the 
Pre-Raphaelite  circle  in  the  sale 
included  Wondertime  by  Frederick 
Augustus  Sandys,  £2,100  ($4,578), 
Hope  in  the  Prison  of  Despair  by 
Evelyn  de  Morgan,  £1,700 
($3,706),  The  Flight  into  Egypt  by 
Spencer  Stanhope,  £1,700  ($3,706) 
and  The  Idlers  by  John  Edward 
Newton,  £1,900  ($4, 142).  A  pair  of 
saccharine  pictures  of  Victorian 
children,  Birds  Xesters  and  The 


Country  Ride  by  William  Bromley, 
fetched  £4,000  ($8,720).  Of  the 
landscapes,  Figures  in  a  Moonlight 
Lane  by  John  Atkinson  Grimshaw, 
1874,  was  £3,800  ($8,284)  and  a 
peaceful  riverside  scene,  On  the 
Stour  by  Frederick  William  Watts, 
was  £3,600  ($7,848).  The  two  main 
disappointments  were  Richard 
Dadd's  Come  unto  these  Yellow 
Sands,  1842,  which  was  unsold  and 
The  Stone  Breaker,  believed  by 
Sotheby's  to  be  a  smaller  version  of 
the  picture  by  Henry  Walks  in 
Birmingham,  which  fetched 
£1,200  ($2,616),  well  below  its 
estimate. 

The  continuing  popularity  of 
English  sporting  pictures  was 


1 


g.  j  tliic*  mahogany  corner 
El  :t,  C.  1872-73. 
Hcj  1:213  cm. 

SoJ  by's Bclgravia,  May  1975. 
f]  ,0  ($4,360). 


7.  Victorian  walnut  and 
marquetry  centre  table 
attributed  to  A.  W.  N.  Pugin, 
c.  1850. 

Diameter:  140  cm. 
Christie's,  July  197  s. 
£2,520  ($5,494). 


8.  Silver-gilt  sideboard  dish, 
made  by  William  Bateman  11  tor 
Rundell,  Bridge  &  Company, 
London  1834,  for  the 
Duke  of  Cambridge. 
Width:  81.4  cm. 
Sotheby's  Belgravia,  July  1975. 
£6,000  ($13,080). 


ostrated  by  the  high  prices  paid 
1 20  June  at  Christie's  for  three 
ctures  byjames  Pollard.  The 
oyal  Mail  Coaches for  the  North 
■aving  the  Angel  Inn,  Islington, 
<2-j,  fetched  £36,750  ($80,1 1 5),  a 
card  for  the  artist ;  his  two  pictures 
"the  St.  Leger  Stakes  of  1 836 
tched  £13,125  ($28,612)  each. 
In  Christie's  sale  of  Victorian 
ctures  on  25  July  the  highest 
:»ce  £n. 550  ($25,179),  was  paid 
>r  Jacques  Joseph  Tissot's  Seaside, 
picture  of  a  lady  in  a  cream  and 
:llow  dress  languidly  reclining  on 
>ofa.  A  dramatic  picture  by  Sir 
iwin  Landseer,  Mr.  Van  Ainbwgh 
e  Lion  Tamer,  was  sold  for  £8,400 
18,312). 


Prices  for  Victorian  furniture 
have  remained  good  and  some  of 
the  more  elaborate  pieces  have 
attracted  the  interest  of  Middle 
Eastern  buyers.  A  sale  of  arts  and 
crafts  furniture  and  works  of  art  at 
Sotheby's  Belgravia  on  28  May  had 
some  unusual  and  interesting  items. 
An  ebonised  display  cabinet 
designed  by  E.  W.  Godwin  c .  1 875 
fetched  £6,200  ($13,516).  Another 
version  dating  from  1877  almost 
identical  but  for  the  addition  of 
paper  panels  is  in  the  Victoria  and 
Albert  Museum.  It  is  likely  that  the 
one  sold  at  Sotheby's  Belgravia 
predates  this,  as  pressed  paper  was 
imported  from  Japan  by  Liberty 
and  Company  from  1876.  It  was 


10.  Below.  One  of  a  pair  of 
George  iv  silver-gilt  pilgrim  bottles, 
made  by  Edward  Farrell,  1825, 
stamped  'Lewis  silversmith  to 
hrh  the  Duke  of  York, 
St.  James's,  London'. 
Height:  43.2  cm. 
Christie's,  July  1975. 
£4,500  ($9,810). 


bought  by  Haslam  and  Whiteway 
for  an  English  collector.  In  the 
same  sale  twenty-six  lots  from 
Blackmoor  House,  Hampshire, 
were  sold  by  the  Earl  of  Selboruc. 
The  house  was  designed  by  Alfred 
Waterhouse  and  built  in  1872-73  ; 
it  seems  likely  that  he  also  designed 
some  of  the  pieces  of  furniture  for 
the  house,  many  in  the  gothic 
style.  Two  fine  examples  of  this 
were  a  mahogany  display  cabinet 
which  was  bought  by  the  Fine  Art 
Society  for  the  Cecil  Higgins  Art 
Gallery,  Bedford  for  £3,600 
($7,848)  and  a  mahogany  corner 
cabinet  which  was  £2,000  ($4,360), 
bought  by  an  English  collector. 
It  was  fitting  that  much  of  this  very 


Left.  One  of  a  pair  of  William  m 
silver-gilt  pilgrim  bottles 
by  Jonathan  Bodington,  1699. 
Height:  i6J  inches. 
Sotheby's,  June  1975. 
£62,ooo($i35,i6o). 


1  1 .  Part  of  a  Victorian  dinner 
service  by  J.  Mortimer  and 
J.  S.  Hunt,  1842,  engraved 
with  the  arms  of  Henry, 
second  Duke  of  Cleveland. 
Christie's,  July  1975. 
£26,000  ($56,680). 


12.  One  of  a  set  of  six  Regency 
silver-gilt  wine  coasters, 
by  Paul  Storr,  18 14. 
Diameter:  13.2  cm. 
Christie's,  June  1975. 
£10,500  ($22,890). 


English  collection  was  bought  by 
or  on  behalf  of  English  museums  or 
private  collectors.  The  Victoria  and 
Albert  Museum  bought  two  chairs, 
one  from  a  set  of  six  English  oak 
dining  chairs  with  elborate 
H-shaped  stretchers,  and  another 
from  a  set  of  five  English  ebonised 
dining  chairs  with  balustraded 
aprons  and  lattice  and  padded 
backs;  Cumberland  House,  a 
section  of  the  Portsmouth  City 
Museums,  bought  a  mahogany 
centre  table  with  an  octagonal  top. 
Another  important  collection  of 
furmture  in  the  sale  was  that 
commissioned  in  1868  from 
Holland  and  Sons  for  a  house  in 
Sidmouth,  Devon.  It  included  a 
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13-  Continental  silver  nef, 
late  nineteenth  century, 
Height :  4  feet  6  inches. 
King  and  Chasemore,  June  1975- 
£7,500  ($16,350). 


14.  Flos  and  lolande,  from  an 

album  of  one  hundred  and  eleven 

photographs  by 

Julia  Margaret  Cameron, 

1864-65. 

Sotheby's  Belgravia,  June  1975. 
£20,000  ($43,600),  for  the  album. 


parcel-gilt  satinwood  breakfast 
table  with  a  circular  top  which 
fetched  £  1 ,400  ($3,052);  its 
original  cost  was  £38  1 8s. 

In  a  sale  of  Victorian  furniture 
held  on  24  July,  at  Christie's  during 
their  most  recent  Victorian  week, 
an  extremely  fine  walnut  and 
marquetry  centre  table  with  an 
inlaid  octagonal  top,  attributed  to 
A.  W.  N.  Pugin,  c.  1850,  realised 
£2,520  ($5,494).  It  was  bought  by 
Birmingham  Museum  and  Art 
Gallery.  Similar  tables  designed  by 
Pugin  are  in  the  House  of  Lords  and 
the  Victoria  and  Albert  Museum. 

Prices  for  nineteenth-century 
silver  have  been  particularly  good 
recently.  A  spectacular  item  in  a 
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15.  Right.  Old  Farmhouse, 
by  Humbert  de  Molard, 

salt  print  from  an  albumen-on- 
glass  negative,  1852. 
308  X  250  mm. 

Sotheby's  Belgravia,  June  1975. 
£950  ($2,071)  the  highest  price  for 
an  individual  photograph. 

16.  Below.  One  from  a  collection  of 
one  hundred  and  twenty 
photographs  taken  by  the  Society 
for  Photographing  Relics  of 

Old  London. 
Christie's,  July  1975. 
£3,150  ($6,867). 


sale  of  English  and  foreign  silver  at 
Sotheby's  Belgravia  on  10 July  was 
an  oval  silver-gilt  sideboard  dish 
made  for  Rundell,  Bridge  and 
Company  in  1834;  it  fetched 
£6,000  ( $  1 3 ,080) .  Its  broad  centre 
is  chased  in  high  relief  with  a  scene 
of  equestrian  and  other  figures 
representing  the  triumph  of  the 
Black  Prince  over  the  King  of 
Bohemia  at  the  Battle  of  Crecy  on 
26  August,  1346.  The  popularity 
of  dishes  such  as  this  in  the 
nineteenth  century  probably 
originated  in  the  desire  to  recapture 
the  splendours  of  the  late  sixteenth 
and  seventceth-century  charger 
and  in  the  desire  of  their  owner 
to  display  his  wealth  and  self-esteem. 


Other  sideboard  dishes  were  made 
at  this  time  by  Edward  Farrell  who 
probably  received  his  orders  from 
Kensington  Lewis  (see  pages  26-41). 
A  pair  of  silver-gilt  pilgrim  bottles 
from  the  collection  of  Lord  Barnard 
sold  at  Christie's  on  15  July  for 
£4,500  ($9,810)  were  the 
result  of  a  collaboration  between 
Edward  Farrell  and  Kensington 
Lewis  in  1825.  The  design  of  these 
and  another  slightly  earlier  and 
less  elaborate  pair  from  the 
Fetherstonhaugh  collection,  sold  at 
Christie's  011 7  March,  1962  for 
£1,5  50,  were  based  on  a 
seventeenth-century  pair  owned  by 
the  Duke  of  York,  made  by 
George  Garthorne  in  1690,  (see 


17.  One  of  a  pair  of 
ormolu-mounted  Sevres  patten 
vases  painted  by  Desprez. 
Christie's  South  Kensington, 
July  1975. 
£7,000(515,260). 


18.  Napoleon's  hat,  felt, 

decorated  with  a  small 

tri-coloured  cockade. 

Ader  Picard  Tajan,  Hotel  Drouo 

Paris,  June  1975. 

170,000  francs  (£18,889). 


page  34).  At  Sotheby's  on  26Jun 
another  pair  of  William  m  silver-;  t 
pilgrim  bottles  with  royal 
armorials,  made  in  1699  by  Jonath 
Bodington,  were  sold  for  £62, oc 
($13  5,160)  more  than  double  the 
estimate  of  £20,000  to  £30,000. 

Sotheby's  and  Christie's  series 
Impressionist  and  contemporary 
art  sales  held  at  the  beginning  of 
July  saw  two  very  high  prices  1 
Claude  Monet's  La  Cathcdralc  de 
Rouen,  La  Tour  d'Albane,  le  Math 
signed  and  dated  '94,  fetched 
£210,000  ($457,800)  at  Sothcby', 
and  Edgar  Degas'  pastel,  Seine  dc< 
Ballet,  was  £94,000  ($206,010)  , 
at  Christie's. 

BRIONY  LLEWELLYN 


THE  MUSEUM  OF  MANKIND 
Francesca  Temple  Roberts  <m.l 
Richard  Calvocoressi 

The  Museum  of  Mankind  is  attracting  attention. 
A  pity  that  it  has  had  to  await  a  successful  tele- 
vision scries  for  this  to  happen.  Ironic  too,  because 
many  of  the  objects  shown  in  David  Atten- 
borough's  television  programme  'The  Tribal 
I  5  e'  (bbc)  have  been  there  for  an}  one  to  see  since 
the  opening  of  the  museum  four  years  ago. 

Burlington  Gardens  is  not  an  ideal  site  for  a 
museum,  however  convenient  its  location  might 
at  first  appear:  directly  behind  the  Royal 
Academy  and  giving  on  to  Cork  Street,  home  of 
many  London  art  galleries.  The  colonnaded 
entrance,  dark  with  London  grime,  leads  one  to 
imagine  nothing  more  than  a  back  door  to 
Burlington  House.  The  interior,  on  the  other 
hand,  is  light,  spacious  and  full  of  surprises.  A 
scries  of  rooms  is  reached  by  way  of  a  hall,  a 
grand  central  staircase  and  a  first  floor  landing. 
One  feels  one  is  in  a  large  house  rather  than  a 
museum.  This  feeling  is  reinforced  by  the  fact 
that  the  rooms  do  not  on  the  whole  lead  into  one 
another:  there  is  no  open  plaiming;  each  culture 
is  kept  separate  and  distinct.  The  advantage  of 
this  is  that  one  can  select  exactly  what  one  wishes 
to  see  and  what  to  leave  out:  a  notice-board  in 
the  hall  tells  one  what  is  going  on  in  each  room. 
Little  chance  of  being  overwhelmed  and  ex- 
hausted by  a  vast  conglomeration  of  objects. 

One  of  the  main  problems  of  any  museum  is 
the  size  of  its  collection,  preventing  total  display 
at  any  one  time.  The  system  of  rotation  at  the 
Museum  of  Mankind  is  a  clever  attempt  to  over- 
come this.  Each  room  is  a  self-contained  exhibi- 
tion which  in  theory  is  changed  annually.  (For 
example,  'The  Tribal  Eye'  exhibition  replaces  the 
magnificent  collection  of  wooden  sculpture  from 
all  parts  of  the  tribal  world,  which  was  arranged 
under  a  similar  title,  'The  Tribal  Image'.)  Some, 
like  the  fascinating  'Potter's  Art  in  Africa'  on  the 
first  floor,  have  been  on  show  for  longer.  The 
rooms  vary  in  size:  'Eskimo  Art'  and  'Malay 
Shadow  Puppets'  take  up  the  minimum  of  space, 
but  are  two  of  the  most  enchanting  displays  in 
the  whole  museum.  The  'Yoruba  Religious 
cults'  occupies  a  much  larger  area  and  works  on  a 
different  principle.  Whereas  the  objects  in  the 
Eskimo  room  are  left  to  speak  for  themselves  with 
the  aid  of  small  typed  labels  indicating  their 
utilitarian  or  other  value,  upstairs  there  is  an 
attempt  to  simulate  the  Yoruba  environment  - 
vegetation,  habitation,  light  -  and  place  the 
objects  within  it.  The  Maya  exhibition  does  the 
same,  using  mainly  photographs  and  casts  to 
evoke  the  architecture  and  its  natural  setting.  One 
sees  the  point  of  all  this:  ethnographic  art  should 
not  be  divorced  from  its  context,  as  David 
Attcnborough  has  emphasised.  But  mock-ups  in 
general  arc  often  unconvincing,  even  in  the  eyes 
of  children.  More  use  could  be  made  of  photo- 
graphs, less  of  plastic  and  papier  mache.  'The 
Tribal  Eye'  exhibition  shows  how  photographs 
can  be  made  to  complement  the  exhibits  rather 
than  act  as  a  background. 

The  British  Museum's  ethnography  depart- 
ment has  one  of  the  finest  collections  in  the  world. 
It  is  again  ironic  that  while  thousands  were 
queuing  up  at  the  front  door  of  Burlington 
House  to  get  a  glimpse  of  the  much  publicised 
Chinese  exhibition  a  couple  of  years  ago,  the 
Museum  of  Mankind's  equally  splendid  treasures, 
scarcely  a  hundred  yards  away  round  the  corner, 
went  comparatively  uimoticed. 


RACING  STATION  IN  DANGER 
The  old  station  at  Newmarket  is  in  a  grave  state 
of  disrepair.  According  to  save  Britain's  Heritage 
the  campaign  to  publicise  buildings  in  danger, 
Finsbury  Developments  Ltd.  who  own  it,  have 
gone  into  liquidation.  SAVE  maintains  that  it  is 
now  Forest  Heath  District  Council's  responsi- 
bility to  undertake  at  least  temporary  repair 
work.  The  station  (illustrated  above)  was  built  in 
1848  in  the  sumptuous  baroque  style  of  the  early 
Victorian  period  and  is  regarded  by  both  the  Vic- 
torian Society  and  the  Suffolk  Preservation  Trust 
as  of  architectural  importance.  It  would  be  a  pity  if 
this  splendid  building  was  allowed  to  become  yet 
another  casualty  of  our  technological  age. 

ON  VIEW  AROUND  ENGLAND 
'One  Man's  Taste':  an  exhibition  mounted  by  the 
Duke  of  Devonshire  at  Chatsworth  in  Derby- 
shire, which  includes  paintings  by  members  of 
the  'Bloomsbury  Group'  such  as  Duncan  Grant 
and  Vanessa  Bell,  watercolours  by  Millais, 
Wilson  Steer  and  Lear,  sculpture  by  Angela 
Conner,  Niello  boxes,  old  books,  minerals,  and 
racing  trophies  won  by  the  Duke's  horse,  Park 
Top. 

'The  Story  of  a  Cathedral':  an  exhibition  in 
Canterbury  Cathedral  of  objects  and  manu- 
scripts illustrating  the  various  events  and  person- 
alities connected  with  the  Cathedral  since  it  was 
built  eight  hundred  years  ago.  Proceeds  will  go 
towards  the  Canterbury  Cathedral  Appeal. 

'Circle,  Square  and  Crescent':  an  exhibition  of 
town  planning  at  the  Holburne  of  Menstrie 
Museum,  Bath.  Maps,  a  model  and  contempor- 
ary watercolours  and  engravings  of  John  Wood 
the  Elder's  street  planning  schemes  for  Bath  arc 
on  show  as  well  as  those  for  similar  projects  in 
London,  Brighton,  Cheltenham  and  Bristol.  The 
exhibition  ends  on  30  September. 
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JOSEF  HERMAN :  NEW  LITHOGRAPHS 
Louise  Collis 

The  Curwen  Gallery  celebrated  its  tenth  birthday 
with  an  exhibition  of  five  lithographs  by  Josef 
Herman.  At  a  time  when  galleries  are  closing 
right  and  left,  it  is  something  of  a  triumph  to 
enter  a  second  decade  with  every  apparent  pros- 
pect of  continuing  success.  This  happy  state  of 
affairs  is  due  not  only  to  good  management,  but 
also  to  the  peculiar  excellence  of  the  Curwen 
Studio,  that  Mecca  and  Medina  of  the  artist  as 
lithographer. 

The  Studio  was  founded  in  1959  to  encourage 
collaboration  between  artist  and  printer  in  ven- 
tures which  might  be  of  an  experimental  nature. 
This  was  rather  a  new  idea  in  England  at  that 
time.  Many  well-known  people  were  attracted 
and  editions  of  their  prints  made  for  publishers, 
galleries  and  firms  abroad.  It  was  really  an  expan- 
sion of  the  Curwen  Press  which  had  long  em- 
ployed a  variety  of  artists  to  make  illustrations  for 
special  books  and  posters.  The  Curwen  Gallery 
opened  in  1965  to  show  the  limited  editions  of 
prints  made  in  the  Studio.  But  almost  immediate- 
ly the  programme  was  widened  and  every  sort  of 
print  was  added  to  the  collection. 

Josef  Herman's  set  of  five  lithographs  is  the 
latest  Curwen  publication.  They  were  on  view 
between  19  May  and  13  June  but  can  still  be  seen 
in  the  gallery.  The  sombre  poetry  of  his  peasants 
in  their  timeless  scene  grows  more  powerful  with 
the  years.  He  has  watched  them  here  and  there 
about  the  world  during  his  travels  and  has  trans- 
formed them.  They  inhabit  the  countries  of  his 
mind,  bom  of  a  perpetual  meditation  on  the 
human  condition,  its  appearance  and  place  in  the 
universal  scheme  of  things,  whatever  that  may  be. 
There  is  no  end  to  such  a  theme,  only  elaboration, 
permutation,  intimation. 

All  is  stripped  to  an  elemental  simplicity.  The 
figures  are  square  and  short.  They  are  neither 
young  nor  old,  partaking  of  both  states:  vigorous 
enough  for  heavy  work  and  also  worn  by  un- 
remitting toil.  They  arc  very  poor,  in  the  material 
sense,  yet  not  starved  nor  ragged.  A  beautiful 
formal  landscape  is  spread  round  them  as  they 
stand  waiting,  resting  or  performing  some  un- 
complicated yet  infinitely  laborious  task.  To- 
morrow will  be  the  same  as  today  or  yesterday. 
Perhaps  this  is  the  only  message  to  be  extracted 
from  our  situation.  All  our  hopes,  our  fears,  our 
plans,  catastrophies,  achievements,  failures,  our 
eventual  extinction,  make  not  the  slightest  altera- 
tion in  the  progress  of  the  days.  They  are  blue, 
red,  turquoise,  brown  as  depicted  by  Herman.  No 
amount  of  restless  egotism  can  make  a  mark  on 
them.  No  length  of  waiting  patiently  brings  on 
the  revelation. 

DISCOVERY  OF  A  DRAWING  BY 
HENRY  WILLIAM  BURGESS 
J.  Weldon  Smith 

The  drawing  illustrated  here,  never  before 
published,  adds  a  significant  detail  to  our  know- 
ledge of  a  neglected  artist  of  the  nineteenth 
century.  Henry  William  Burgess  is  remembered 
for  several  reasons,  not  usually  including  the 
talent  which  is  evident  in  the  drawing  shown 
here. 

Henry  William  was  third  in  a  line  of  Burgess 
artists.  His  grandfather,  Thomas,  taught  painting 
in  the  eighteenth  century,  with  his  own  academy 
in  Maiden  Lane.  William  Burgess,  the  father, 
exhibited  his  portraits  from  1 762-1791.  Henry 
William  never  himself  got  beyond  an  unsuccess- 


ful candidacy  for  the  Royal  Academy,  but  his  son, 
John  Bagnold  Burgess,  gained  Academic  rank  in 
1888  for  his  Spanish  genre  paintings. 

The  standard  art  reference  works  contain  very 
little  information  about  Henry  William  Burgess. 
Bryan's  Dictionary  of  Painters  and  Engravers 
mentions  in  the  entry  for  his  son,  John  Bagnold, 
that  W.  H.  Burgess  was  appointed  a  painter 
to  the  court  of  William  rv.  Thieme  u.  Becker 
and  Benezit  add  only  that  Burgess  exhibited 
regularly  in  London  from  1809  to  1844. 

In  The  Connoisseur  for  June,  1947  (pp.  103- 
105),  there  appeared  an  article,  written  by 
Hesketh  Hubbard:  'Henry  William  Burgess: 
Landscape  Painter  to  William  rv'.  Hubbard  finds 
most  interesting  the  fact  that  Burgess  was  draw- 
ing-master at  Charterhouse  throughout  the 
second  quarter  of  the  nineteenth  century.  At  the 
famous  public  school  Burgess  numbered  among 
his  pupils  the  caricaturists  John  Leech  and 
William  Makepiecc  Thackeray.  For  several 
decades  in  mid-century  both  Leech  and 
Thackeray  proved  themselves  masters  of  burles- 
que with  pen  and  pencil  in  the  pages  of  Punch. 

The  drawing  illustrated  is  in  pencil,  on  bistre 
paper  (10  x  14  inches).  It  is  dated  1858,  fourteen 
years  after  the  last  mention  known  of  him  when 
he  sent  a  picture  to  the  Royal  Academy.  The 
scene  is  labelled  as  'Fort  Regent,  Jersey',  to  which 
is  added:  'Never  seen  at  the  Neap  Tides'.  There 
are  two  charming  inscriptions  on  the  drawing, 
and  they  appear  to  be  by  the  hand  of  Burgess 
himself.  One,  written  with  the  artist's  character- 
istic soft  pencil  down  the  right-hand  margin, 
expresses  this  opinion: 

J  believe  one  of  the  principal  obstacles  to  the  progress  of 
modern  art  to  be  the  high  prices  given  for  good  modern 
pictures. 

The  other  inscription  is  below  the  drawing  and 
written  with  a  finer  pencil : 
TJtere's  a  certain  quality  about  an  original  drawing 
which  you  cannot  get  in  a  woodcut,  and  the  best  part  of 
the  genius  oj  many  men  is  only  espressible  (sic)  in 
original  work  whether  pencil  or  colors. 
Drawing-master  to  the  end,  Burgess'  rendering 
of 'Fort  Regent,  Jersey'  is  an  apt  illustration  of  his 
proposition. 

The  drawing  published  here  was  found  in  a 
bookshop  in  Lisbon.  Perhaps  Burgess'  wander- 
ings took  him  to  Lisbon;  as  no  record  of  his 
death  has  been  found  in  England,  it  is  even 
possible  that  he  died  in  Portugal. 


THE  MONLONG  PISTOLS 
Howard  L.  Blackmore 

What  are  probably  the  finest  pair  of  Engli' 
pistols  in  existence  were  recently  bought  for  tl 
nation  by  the  Towel  of  London  Armouries. 

They  were  made  by  Pierre  Monlong,  a  Fren< 
Huguenot  gunmaker  who  began  working 
London  c.  1684  and  became  Gentleman  Armou 
er-in-Ordinary  to  the  King  in  1689.  They  a: 
signed  monlong  LONDrNi  and  could  well  ha^ 
been  made  for  William  m,  a  portrait  bu 
chiselled  on  the  locks  bearing  some  resemblanc 
to  a  well-known  medallion  of  that  monarcl 
indeed,  the  decoration  on  the  pistols  is  of 
splendour  worthy  of  a  King.  The  steel  lock 
barrels  and  mounts  are  elaborately  chiselled  an 
engraved  and  the  barrels  bear  the  addition; 
enrichment  of  damascened  gold  set  on  a  blue 
background.  The  graceful  walnut  stocks  are  in' 
laid  with  silver  filigree  work  and  with  numerov 
figures  and  devices  in  cut  and  engraved  silve 
sheet.  Formerly  in  the  collections  of  the  Dukes  c 
Westminster  the  pistols  were  bought  with  the  ai 
of  grants  from  the  National  Art  Collection  Func 
the  Pilgrims  Trust  and  the  Worshipful  Compan 
of  Goldsmidis.  But  the  Armouries,  the  country' 
oldest  museum,  still  owes  the  sum  of  ;/j20,oo( 
An  appeal  has  been  organised  and  donation; 
however  small,  made  out  to  the  Department  0 
the  Environment,  will  be  gratefully  received  b 
the  Master  of  the  Armouries,  H.  M.  Tower  cj 
London, EC3. 
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The  Rival  of  Nature 

9junc-2S  September,  1975 

The  National  Gallery,  Trafalgar  Square,  WC2 

Reviewed  by  Gail  Turner 

'  Hie  Rival  of  Nature'  exhibition,  held  in  the  new 
extension  of  the  National  Gallery,  lias  much  in 
common  with  the  cult  of  the  ceremonial  tea- 
room in  fifteenth-century  Japan,  where  oppor- 
tunities were  given  to  admire  the  beautiful  among 
the  more  mundane  objects  of  life.  At  the  National 
Gallery,  Italian,  German,  French  and  Flemish 
paintings  are  juxtaposed  with  ceramic  plates, 
remnants  of  tiled  pavements,  metalwork  'grilles', 
printed  books  and  carved  figures,  while  strains  of 
piped  Renaissance  music  can  be  heard  in  the 
background.  Mixing  many  familiar  and  less 
well-known  paintings  with  examples  from  the 
allied  arts  is  a  didactic  method  of  organising  the 
exhibition.  Works  of  Renaissance  artists  from 
Bruges,  Florence,  Paris  and  Rome  are  presented 
to  us  in  context. 

The  title  of  the  exhibition  is  explained  in  the 
useful  small  handbook  as  illustrating  the  changing 
relationship  of  the  Artist  and  Nature,  showing 
firstly,  how  he  tries  to  imitate  her,  and  then  as  he 
improves  on  her.  It  is  an  ambitious  exhibition, 
full  of  interesting  comparative  material,  yet  at 
times  its  ambition  leads  to  confusion. 

Most  of  the  works  on  show  are  from  the 
National  Gallery's  own  collection,  arranged  on 
this  occasion,  not  according  to  country  or  cen- 
tury, but  as  to  how  they  exemplify  the  different 
themes  of  the  'Rival  of  Nature'.  It  is  one  of  the 
major  assets  of  the  exhibition  that  for  once,  paint- 
ings from  Italian,  French,  Flemish  and  German 
schools  are  hung  in  the  same  room.  Influences 
and  similarities,  developments  and  differences  are 
all  emphasised  by  this  arrangement.  The  National 
Gallery's  works  are  supplemented  by  generous 
loans  from  the  Royal  Collection,  from  the 
Victoria  and  Albert  Museum,  the  British 
Museum  and  the  Wadsworth  Atheneum, 
Connecticut. 


I  he  exhibition  area  of  the  new  extension  is 
divided  into  sections  with  plain  walls,  and  sonic 
give  a  feeling  of  Brunelleschian  chapels  with  their 
rounded  arches.  Each  is  designed  to  throw  some 
new  light  on  a  different  aspect  of  the  'Rival  of 
Nature',  whether  through  Portraiture,  the  Pagan 
Past  with  Renaissance  reactions  to  the  antique 
nude,  the  Christian  Present  and  the  problems  of 
reconciling  the  love  of  pagan  sculpture  with 
humanism  and  religion,  the  Rise  of  Landscape 
Painting  or  Secular  Decoration.  Of  these,  the 
section  on  portraiture  is  particularly  interesting 
and  rich  in  comparative  material.  Unfortunately, 
the  area  is  so  full  that  some  of  the  exhibits  are 
badly  hung.  It  is  stimulating  to  be  able  to  com- 
pare the  difference  in  techniques  and  poses  used  in 
Italy  and  regions  north  of  the  Alps  during  the 
Renaissance.  On  the  same  wall  the  direct,  com- 
municative pose  of  Jan  van  Eyck's  Man  with  a 
Red  Turban  contrasts  with  the  idealistic  profile  of 
Baldovinetti's  Lady  in  Yellow  whose  delicate 
strands  of  flaxen  hair  are  silhouetted  against  the 
bright  blue  background.  Both  the  realism,  and 
love  of  caricature  which  developed  in  portraiture 
during  the  High  Renaissance  are  also  supported 
by  examples.  A  wide  variety  of  media  for  por- 
traits is  shown:  there  are  painted  panels  and  can- 
vases, medals,  marble  reliefs  and  even  a  Limoges 
enamel.  Portraiture  111  death  is  represented  by  a 
plaster  cast  (lent  by  the  Victoria  and  Albert 
Museum)  of  Beatrice  d'Este's  tomb  effigy.  Italian 
admiration  of  the  antique  tradition  is  evident  in 
Desiderio's  sandstone  relief  of  Prudence.  Titian's 
Allegory  of  Prudence  shows  a  later  interpretation 
on  canvas  of  a  similar  theme. 

Another  particularly  rich  section  deals  with  the 
Pagan  Past.  A  collection  of  small  bronzes  -  both 
antique  and  Renaissance  -  introduces  Renaissance 
fascination  with  the  nude  of  antiquity.  Wrestlers, 
tritons  and  mermaids  by  the  Pollaiuoli,  Mantegna 
and  Diirer  are  arranged  111  a  compact  corner  of 
the  room,  enabling  one  to  study  the  develop- 
ments of  these  subjects.  Studies  of  dissected  limbs 
by  Leonardo  and  the  school  of  Michelangelo 
show  a  scientific  approach  to  the  body.  A  nice 
gesture  to  the  pagan  past  is  the  Roman  Venus 
presiding  modestly  over  the  room. 

Most  of  the  sections  each  deserve  to  be  the  sub- 
ject of  a  major  exhibition.  Yet  with  such  a  vast 
amount  of  material  to  choose  from,  and  a  limited 
space  in  which  to  do  it,  the  National  Gallery  has 
selected  some  excellent  comparative  material. 
There  are  the  carved  Flemish  angels  and  German 
saints  accompanying  Memlinc's  'Donne'  trip- 
tych. There  are  the  tiles  made  for  a  room  in  the 
Palazzo  Pandolfo  Petrucci  at  Sienna,  with  two 
frescoes  by  Pintoricchio  originally  painted  for  the 
same  room.  There  is  Tintoretto's  Origin  of  the 
Milky  Way,  once  owned  by  the  Emperor 
Rudolph  11,  with  a  bronze  bust  of  the  Emperor 
nearby.  And  there  is  the  Cologne  artist's  rendering 
of  St.  Veronica  with  an  Italian  earthenware  wall 
panel  depicting  the  same  subject. 

Space  obviously  dictated  the  number  of 
exhibits,  but  some  areas  seem  more  heavily  sub- 
scribed to  than  others.  The  section  on  the  Rise  of 
Landscape  is  interesting  but  tantalising  and  most 
certainly  deserves  a  complete  exhibition  of  its 
own.  A  massive  time-span  extending  well 
beyond  the  Renaissance,  and  many  leagues,  are 
covered  in  this  section.  The  distant  blue  of  the 
mountains  and  crenellated  town  in  Bellini's 
Madonna  of  the  Meadow*  contrasts  with  Altdorfer's 
Landscape  with  a  Lootbndge  where  the  figures  have 
been  relegated  to  an  almost  non-existent  position. 
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Classical  landscape  from  Titian  to  Claude  and 
Poussin  is  another  important  aspect  of  the  subject 
touched  on  but  not  fully  explained.  The  Secular 
Decoration  section  has  a  few  well-chosen 
examples:  allegorical  figures  by  Flemish  and 
Ferrarese  artists,  a  rich  tapestry  which  once 
belonged  to  Philip  the  Good,  and  Uccello's  Rout 
of  San  Romano  which  once  decorated  a  room  in 
the  Medici  Palace.  A  weak  part  of  the  exhibition 
is  the  rather  pathetic  reconstruction  of  an  artist's 
studio,  where  viewing  the  few  objects  is  hindered 
by  the  bars  of  the  wrought-iron  gates. 

At  times  it  is  a  little  difficult  to  know  for  whom 
the  exhibition  is  intended.  A  well-produced  but 
rapid  audio-visual  survey  introduces  (or  re- 
minds?) the  audience  to  many  important  North- 
ern and  Italian  works  of  art,  yet  the  complexities 
inevitable  with  such  an  ambitious  subject,  seem 
to  cater  for  those  who  already  have  a  detailed 
knowledge  of  many  aspects  of  the  Renaissance. 
Labelling  of  the  objects  is  often  difficult  to  read 
and  to  those  whose  knowledge  is  not  so  expert 
the  catalogue  is  almost  essential  in  following  the 
different  sections  of  the  exhibition. 

But  with  its  first  major  exhibition  in  its  new 
extension,  the  National  Gallery  has  proved  once 
again  that  seeing  'art  in  context'  is  a  most 
stimulating  and  positive  means  of  understanding 
the  arts  of  a  particular  age. 


G.  F.  Watts 

25J11IV-28  September,  1975 
National  Portrait  Gallery, 
2  St.  Martin's  Place,  WC2 
Described  by  Richard  Ormond 

Portraits  of  famous  men  have  excited  curiosity 
and  admiration  since  classical  times.  The  habit  of 
celebrating  the  achievements  of  such  men  by 
making  representations  of  them  seems  fairly 
general  to  civilised  societies.  They  are  a  means  of 
recording  the  individual  and  perpetuating  the 
memory  of  his  fame.  Recognition  of  the  impor- 
tance of  historical  portraiture  led  to  the  founda- 
tion of  the  National  Portrait  Gallery  in  1856.  The 
idea  of  a  national  pantheon  of  worthies  was  also 
prompted  by  motives  of  patriotism  and  hero- 
worship.  It  was  thought  that  a  collection  of  this 

George  Frederick  Watts. 
Thomas  Wright,  c.  1850, 
coloured  chalk,  20  x  24  inches. 
National  Portrait  Gallery. 
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kind  would  exert  a  moral  influence  on  the  com- 
munity by  encouraging  a  desire  for  emulation 
and  self-improvement. 

Such  ideas  were  certainly  in  the  mind  of  G.  F. 
Watts,  when,  around  1850,  he  conceived  the  idea 
of  creating  his  own  hall  of  fame.  With  disin- 
terested idealism,  he  set  out  to  record  many  of  his 
great  contemporaries  in  a  consciously  noble  and 
heroic  style.  The  portraits  that  he  painted 
during  the  course  of  the  next  fifty7  years  remained 
in  his  collection,  and  over  forty  of  them  were 
given  or  bequeathed  by  the  artist  to  the  National 
Portrait  Gallery.  Included  are  such  figures  as 
Gladstone,  Tennyson,  Browning,  Carlyle, 
Swinburne,  Mill,  Rhodes  and  Cardinal  Manning. 
The  collection  is  one  of  the  most  significant  gifts 
ever  received  by  the  Gallery,  mirroring  so  closely 
as  it  does  the  early  aims  of  its  founders.  A  selec- 
tion from  this  group  is  now  on  show  at  the 
National  Portrait  Gallery,  accompanied  by  one 
or  two  portraits  by  Watts  acquired  from  other 
sources,  including  the  memorable  and  exquisite 
picture  of  Ellen  Terry,  called  Choosing  (see  page 
64),  which  has  just  been  accepted  by  the 
government  in  lieu  of  death  duties. 

The  portraits  of  Watts'  famous  contemporaries 
cannot  be  distinguished  stylistically  from  his 
other  work,  but  they  aim  more  consciously  at 
profundity  of  characterisation.  He  devoted  all  the 
resources  of  his  art  to  the  revelation  of  character 
in  the  faces  of  his  sitters.  He  employed  a  half- 
length  pattern,  often  suppressing  accessories  and 
details  of  costume.  Attention  is  focused  on  the 
head,  which  is  usually  strongly  lit  and  boldly 
defined  in  terms  of  volume  and  structure.  His 
sitters  emerge  from  shadowy  backgrounds 
weighty  with  thought  and  inspiration.  Some  gaze 
prophetically  into  space,  others  appear  to  be  lost 
in  profound  spiritual  and  intellectual  speculation. 
All  arc  stamped  as  men  of  vision,  whether  artists 
or  men  of  action,  thinkers  or  dreamers.  The  pre- 
vailing mood  of  the  portraits  is  sombre  and 
strangely  fatalistic,  mirroring  a  melancholy 
strand  in  the  artist  himself.  A  sense  of  mortality, 
of  the  transience  of  all  human  achievement, 
haunts  these  noble  figures. 

Watts  was  a  notably  uneven  painter.  Many  of 
his  portraits  fail  to  come  to  life,  and  the  attempt 
to  give  them  depth  ends  in  banality.  He  succeeds 
best  when  his  power  of  delineation  is  at  its 
strongest,  for  example  in  the  portraits  of  Lord 
Lawrence  and  Cardinal  Manning.  His  most 
memorable  work  possesses  a  compelling  physical 
presence,  as  well  as  a  power  of  characterisation, 
that  justifies  its  grandeur  of  style.  Watts'  por- 
traits are  a  remarkable  sequence.  They  record 
many  of  the  great  figures  of  the  age  in  a  style  at 
once  more  serious  and  more  didactic  than  any 
other  contemporary  portrait  painter.  In  some  in- 
stances, Watts'  portrait  is  the  only  recorded 
likeness  in  oils  of  a  particular  individual,  as  for 
example  in  the  case  of  J.  S.  Mill  and  Matthew 
Arnold.  It  is  the  spiritual  and  aesthetic  qualities  of 
Watts'  portraits,  however,  rather  than  their 
documentary  significance,  which  claim  our 
attention.  The  artist  himself  was  remarkably 
modest  about  his  achievement,  writing  in  old 
age:  'I  do  not  want  any  recognition  now  or  in  the 
future,  excepting  that  which  is  due  to  a  desire  to 
throw  my  mite  into  the  scale  with  those  who 
endeavour  to  aid  the  cause  of  real  progress  .... 
Perhaps  a  day  may  come  when  it  may  be  thought 
there  was  more  presumption  and  vanity  in  leav- 
ing these  pictures  to  the  nation  than  anything 
else'. 


Richard  Smith 

13  August-28  September,  1975 
Tate  Gallery,  Millbank,  SWI 
Reviewed  by  Georgina  Oliver 


Richard  Smith  has  structured  his  Tate  retro;-c- 
tive  in  an  unusual,  yet  simple  way.  by  stajg 
what  amounts  to  an  exhibition  of  his  exhibit  is. 
To  illustrate  significant  periods  of  his  deven. 
ment,  he  has  picked  out  six  one-man  shows  Id 
between  1961  and  1972,  faithfully  reconstited 
them,  and  added  a  series  of  new,  purpose-pabd 
works.  The  result  is  a  total  of  seven  exhibitiVs. 
'This  means',  says  he,  'that  while  some  aspectjrt 
not  represented,  some  paintings  are  included  at 
might  not  have  been  chosen  if  any  other  selecU  1 
process  had  been  used,  but  on  the  whole  it  wo]/  i 

The  present  show  opens  with  the  latesta 
Smith's  output:  two  room-filling  kite-like  ck. 
traptions  in  seven  parts,  (one  of  them  previoltq 
shown  this  summer  at  the  Museo  de  Arte  Q§1 
temporaneo  in  Caracas,  Venezuela).  Then  it  m  '' 
back  to  the  beginning,  starting  with  early,  |#  I 
rectangular  compositions  showing  neat  imptt  j 
sions  of  pop-inspired  images,  often  croppeqt ' 
invite  perceptual  completion  by  the  viejil 
(Green  Gallery,  1961);  it  moves  on  to  cover  e 
artist's  growing  use  of  the  shaped  canvas,  wHb 
became  his  personal  stamp  during  the  siafrj 
(Kasmin  Gallery  1963,  1967  and  1969,  Galeriafcl 
Ariete  1969),  and  ends  with  a  display  of  cadB 
and  stretcher  pieces  seen  at  the  Kasmin  Gaily 
in  1972. 

The  key  to  the  content  of  these  exhibitij 
within  an  exhibition  seems  to  lie  in  works  p- 
duced  before  the  Green  Gallery  show.  Describe 
them,  Smith  says:  'These  were  brush  stros 
within  a  brush  stroke.  The  trouble  was  that  the 
was  only  one  way  the  image  could  extend,  upr 
down.  That  is  why  I  introduced  the  cropri 
images'. 

Titles  like  Panatclla,  Staggcrly,  Alpine  aj 
Chase  Manhatten,  give  a  clue  to  these  images,  s 
well  as  being  cropped,  they  had  their  roots  1 
Pop.  They-  were  commercial.  'But',  says  Richd 
Smith,  'I  did  not  use  them  for  their  Pop  qualit, 
rather  as  signals  for  the  spectator  to  enter  1: 
painting.  It  was  because  of  their  beauty  as  pai- 
ages.  like  the  beauty  of  a  folded  napkin  chansl 
into  "higher  art",  we  hope'.  Smith  carries  1: 
cigarette  packet  notion  into  his  everyday  life.  Is 
ploy  for  giving  up  smoking:  'bits  of  chewi; 
gum  in  cigarette  packets'.  If  the  media  is  the  nr- 
sage  for  McLuhan,  for  Smith  the  painting 
the  package.  In  effect,  he  was  saying,  'have, 
cigarette,  have  a  painting'. 

Smith  finds  that  in  the  United  States  people  » 
not  react  in  the  same  way  to  Pop  images.  Th' 
are  all  around  them,  nothing  unusual  or  violata 
their  city  world :  'though  much  is  being  done  1 
American  painting  to  draw  attention  to  t: 
beauty  of  their  landscape'. 

Smith  is  part  of  the  sixties  generation  of  artis 
confident  and  unashamedly  affluent,  who  made 
point  of  pride  acquiring  American  'seal 
Developing  from  the  first  shaped  paintings,  wi 
corners  flipped  over  like  the  edge  of  a  magazirt 
pages,  his  compositions  became  monument; 
Gift  Wrap,  Clairol  Wall,  River/all,  Fools  Bit 
Whole  Year  or  J  a  day.  Although  they  were  lig 
in  appearance,  Richard  Smith  felt  too  conscio 
of  the  complicated  and  heavy  framework  sul 
porting  them.  His  current  kite-like  constructio 
are  a  clean  break  from  this.  They  are  the  fulf 
ment  of  all  his  past  concerns,  the  skin  and  bom 
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thj  nvas  still  meticulously  painted  to  achieve  a 
rhl  -teristic  sheen,  the  aluminium  stretcher  rods 
eJ  cd  to  make  them  look  like  undressed  paint- 
in  I  like  things  to  seem  fragile',  says  he,  'albeit 
w  made.'  The  kites  arc  delicate,  but  remain 
jpl  icular.  They  have  regained  the  playfulness 
hi;  first  works.  Looking  to  the  future,  Smith 
jJ  'I  have  always  been  afraid  of  cliches  like 
jjj  (g  the  aluminium  rods  in  regular  grids,  one 
la  over  the  other.  I  hope  they  never  say  "and 
tl  he  invented  the  stretcher'".  He  adds:  'the 
e:  )ition  is  intended  to  be  a  delight,  a  gift  .  .  . 
cl  :mas!'  Ribbons  and  string  hanging  from  the 
k  itructures  certainly  give  a  festive  impression. 
Y  (regressions  and  superimposed  canvases  arc  a 
I  of  pass  the  parcel,  each  removing  one  more 
1.  .  Not  content  with  showing  us  light  alu- 
i  um  stretcher  bars,  he  threads  string  through 
t  i,  making  paintings  with  a  nervous  system, 
f  ic  despite  their  home-made  look.  The  feeling 
i  it  the  gift  inside  the  package  is  very  small  and 
(  Je,  very  important,  like  a  stone  or  a  pip  in  a 
r  fruit.  Even  if  we  could  see  it,  I  think  it  would 
[  >ably  be  a  winged  sycamore  seed,  flying  off, 
1  ;  and  intangible  as  a  kite,  more  so  than  the 
■  jal  infinity  of  traditional  illusion. 
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c  double  John  exhibition  of  paintings  and 
wings  with  complementary  biographical 
itocoveragc  at  the  National  Portrait  Gallery 
es  us  straight  to  the  centre  of  English  art 
ivity  in  the  years  leading  up  to  the  First  World 
ar,  a  period  over  which  the  dominant  per- 
lality  of  John  looms  so  large  that  it  is  almost 
possible  to  discuss  it  without  coming  to  terms 
th  the  effects  of  his  all-pervading  influence, 
star  pupil  of  the  Slade  in  1897/8  under  Tonks, 
produced  brilliant  life  studies  and  stuck  close  to 
school's  method  of 'rendering  the  human  form 
a  succession  of  rhythmical  lines  following  the 
rtaceand  explaining  its  structure'.  With  Orpen, 
dominated  the  life  class,  surrounding  himself 
th  full  blooded,  homely  females  such  as  Ida 
stdeship,  the  Waugh  sisters,  Ursula  Tyrrwhit 
well  as  sister  Gwen  and  later  Alick  Schepeler. 
i's  artistic  pedigree  and  her  sensuality  is  cele- 
ated  magnificently  in  Merikli  (1902),  her  golden 
3W  of  maternal  satisfaction  irradiating  the  por- 
lit;  a  beautiful  resolution  to  the  porky  expect- 
cy  of  Ma  Pregnant  (1902)  with  its  Hals-like  look 
mischief  and  uniform  green  background. 
His  training  at  the  Slade,  which  later  produced 
:h  delicate  and  sensitive  pencil  studies  of  John's 
ildren,  Caspar,  Romilly  and  Robin,  was 
xeeded  by  more  permanent  French  contact.  A 
x-ting  with  Picasso  in  Paris  resulted  in  the  1907 
inting  of  The  Fisher  Boy  -  a  gaunt  and  ungainly 
ure  steeped  in  Blue  Period  pathos.  What  soon 
comes  clear  is  just  how  much  John  studied  the 
)rk  of  other  French  artists  and  adapted  their 
les  to  match  themes  and  moods  which  they 
i  integrated  but  for  which  John  had  no  suitable 
hnique.  The  small  pastel  Rustic  Scene  of  1900  is 


Augustus  John. 
Dorclia  in  a  feathered  hat. 
23  §  X  19J  inches. 
Lent  by  Mr.  Peter  Harris. 
National  Portrait  Gallery. 

undiluted  Millet  in  its  subject  and  handling ;  a 
peasant  couple  struggling,  lean  towards  each 
other  while  a  spade  dug  in  diagonally  at  the  left 
of  the  picture  sets  up  dramatic  spaces  framed 
between  the  legs  and  the  land.  Gauguin  and  Puvis 
de  Chavaimes  were  the  influences  behind  his  vast 
decorative  set  pieces  -  Galway  and  Lyric  Fantasy  - 
spirited,  ambitious,  but  unfinished.  Throughout 
his  career  he  was  to  show  his  most  direct  and 
original  bursts  of  creativity  when  he  was  with  his 
family  on  holiday  excursions  to  Dartmoor, 
Dorset,  Wales  and  Provence.  The  gypsy  caravan 
trip  to  Dartmoor  in  1905  saw  the  curious  menage 
a  trois  of  Augustus,  Ida  and  Dorelia  with  assorted 
siblings,  and  awakened  in  John  a  passion  for  the 
nomadic  life  which  was  further  deepened  during 
his  spell  in  Liverpool  as  an  art  teacher  when  he 
learnt  the  Romany  language.  The  trip  generated 
a  number  of  highly  coloured,  loosely  painted 
canvases  and  etchings  extolling  the  virtues  of  the 
open  road  and  celebrating  the  gypsy  ideals  of  a 
free  and  easy  life.  These  subjects  were  closely 
attuned  to  the  literary  mood  of  the  day,  echoing 
the  fairy-lore  of  Yeats  and  the  themes  of  Georg- 
ian poetry.  His  brother  Thornton,  writing  later 
to  Romilly  about  John's  childhood  said  that  he 
was  always  'attracted  to  the  free,  primitive  and 
childlike'.  His  early  scribblings  of  Indians, 
tomahawks  and  Welsh  gypsies  suggest  as  much. 
Particularly  fascinating  in  the  photographic 
exhibition  are  the  letters  from  the  self-deprecat- 
ing Ida  to  her  mother,  attempting  to  explain  the 
complicated  relationship.  Augustus  is  'a  poet 
striking  sparks  to  illumine  the  darkness' ;  herselt, 
'nothing  but  a  rubbish  tip  with  a  few  buried 
treasures'. 

Soon  to  follow  were  the  series  of  Standing 
Women  pictures  painted  at  St.  Chamas  in  1912, 
the  year  of  John's  marriage  to  Dorelia.  Here,  as 
in  the  best  of  John's  work  model  and  landscape 
are  made  poetically  inseparable.  (The  Red  Feather 
191 1,  and  The  Red  Shirt).  As  in  the  paintings  of 
Dorelia  beside  the  Bine  Pool  at  Wareham,  Dorset, 
humanity  and  nature  merge. 

Between  1902  and  the  outbreak  of  the  First 
World  War,  John  travelled  to  Paris  and  the 
Riviera.  The  years  1910  to  1913  saw  a  spate  of 
feverishly   creative   work.   His    discovery  of 


Martigucs  on  the  shore  of  an  inland  sea,  the 
Etang  dc  Bcrrc,  where  the  Johns  occupied  the 
Villa  Stc.  Anne  until  1928,  was  a  main  source  of 
inspiration  to  him.  The  summit  of  his  achieve- 
ment as  a  painter  was  reached  in  his  exhibition  of 
fifty  Provencal  studies  at  the  Chenil  Galleries  in 
1910.  A  new  bold  and  direct  use  of  colour,  marked 
by  a  corresponding  lightening  of  the  palette 
anticipating  Sickert  and  Gore,  set  John  way  ahead 
of  most  British  painters  of  his  time.  In  The  Old 
Chapel,  1910,  the  eye  follows  the  curving  swatch 
of  impacted  umber  road  up  to  the  chapel  and  the 
clustered,  leaning  olive  trees;  tacky,  rich,  perhaps 
oversimplified.  His  efforts  abroad  were  matched 
by  correspondingly  brilliant  landscapes  in  this 
country;  the  sparkling  Llyn  Trcwryn  of  1912 
contrasts  the  glistening  cobalt  pool  with  the  deep 
rich  umber  hills  behind.  John  applies  flat  swathes 
of  colour,  reducing  several  to  one.  Such  brilliance 
of  colour  was  transferred  to  figure  portraits  - 
studies  of  the  boys,  Pyramus,  Caspar  and  Robin  - 
with  flat,  fresco-like  simplicity.  In  The  Mumper's 
Child  of  1912,  the  flame  red  shock  of  hair,  urchin 
mouth  firmly  set,  the  crossed  green  neck-scarf 
slashed  across  her  chest,  proclaim  defiance  and 
vigour  to  a  settled  world.  It  was  here  at  Aldcmey 
Manor  in  Dorset  where  the  Johns  lived  from  191 1 
to  1927  that  John  set  free  his  pack  of  ragamuffin 
children  to  roam  freely  with  the  beggar  Mumpers 
over  the  estate. 

But  his  new  status  as  head  of  the  avant-garde 
proved  to  be  short-lived.  A  year  into  the  war  in 
191 5  he  went  to  Coole  Park  to  paint  George 
Bernard  Shaw  'a  ridiculous  vain  object  in  knicker- 
bockers' and  thus  embarked  upon  his  official 
career  in  portraiture.  Most  of  the  famous  por- 
traits of  the  1920s  are  on  show:  the  sensitive 
Thomas  Hardy;  the  horsy  Lady  Ottoline; 
Madame  Suggia,  theatrically  swooning. 

When  the  John  family  moved  from  Alderney 
manor  to  Frycm  Court  in  1927,  Augustus  fell 
easily  into  the  role  of  country  gentleman,  estab- 
lishment figure  buttressed  around  by  the  glories 
of  his  past.  Trips  to  Martigues  and  St.  Remy  de 
Provence  in  1928  are  belated  attempts  to  hark 
back  to  that  time  before  the  war  when  he  and 
Dorelia  decamped  and  created  pictures  so  success- 
fully amongst  the  olive  groves  and  foothills  of 
Normandy.  But  public  acclaim  grew  fainter  as 
his  image  as  the  faded  bohemian  lingered  on. 
Having  survived  the  Second  War,  he  personified 
to  the  rising  generation,  an  outmoded  way  ot  lite, 
a  throwback  to  an  old  order  long  since  past.  The 
new  men  of  the  1950s  rejected  John  completely. 
In  their  eyes,  the  Academy  retrospective  of  1954 
was  merely  a  sad  farewell,  and  certainly  no  pre- 
liminary to  a  sustained  revival  of  interest  in  his 
work. 

The  photographs  on  the  first  floor  at  the 
National  Portrait  Gallery  trace  that  decline, 
but  also  recall  better  days.  At  Cap  Fcrrat  we  see 
Poppet  and  Vivien  at  play;  Mavis  de  Vere  Cole 
and  assorted  John  offspring  on  the  beach;  more  of 
Caspar  and  Romilly  at  Fryern  Court;  Poppet 
kissing  Carrington  but  little  of  John  at  work. 
His  last  years  were  tranquil  but  sad;  marred  by 
the  realisation  that  his  whole  life  style  had  stood 
for  values  which  an  ever-encroaching  technol- 
ogical revolution  had  slowly  bulldozed  out  of  the 
way. 
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Alfred  Stevens  1 817-1875 

15  May- 1 4  September,  1975 
Victoria  and  Albert  Museum, 
Exhibition  Road,  SW7 
Reviewed  by  Philip  Constantinidi 

The  Victoria  and  Albert  Museum  has  mounted  an 
exhibition  to  commemorate  the  centenary  of  the 
death  of  the  English  sculptor,  painter  and  designer, 
Alfred  Stevens,  who,  unlike  many  of  his  contemp- 
oraries, had  not  yet  enjoyed  a  revival,  though 
thoroughly  deserving  of  one.  Appreciation  of 
Stevens'  work  was  limited  to  a  small  circle  and  he 
never  sought  to  widen  it  by  exhibiting  at  the 
Academy,  although  he  enthusiastically  entered 
for  many  public  competitions  -  with  one  great 
exception  -  unsuccessfully.  In  many  ways  he  was 
his  own  worst  enemy:  uncompromising,  ex- 
tremely fertile  in  his  ideas  but  also  extremely 
reluctant  to  turn  them  into  completed  works  of 
art  and  so  progressively  more  irritating  to  his 
most  important  patrons.  His  two  greatest  projects 
-  the  Monument  to  the  Duke  of  Wellington  in 
St.  Paul's,  his  one  significant  government  com- 
mission, and  the  decoration  of  the  dining-room 
at  Dorchester  House  were  both  unfinished  at  his 
death,  nineteen  years  after  he  had  started  work  on 
them.  Of  the  Monument,  the  Truth  and  Falsehood 
group  had  still  to  be  cast  in  bronze,  along  with  less 
important  details,  and  the  equestrian  group,  in- 
cluded in  the  original  design  and  intended  to 
crown  the  whole,  was  a  rudimentary  plaster 
model.  The  Dorchester  House  dining-room  lack- 
ed all  the  planned  painted  decoration,  though 
possessed  of  a  remarkable  and  magnificent  marble 
chimney-piece  costing  _£i,8oo. 

The  execution  of  these  two  projects  was  un- 
doubtedly hindered  in  the  1870s  by  Stevens'  ill 
health  which  eventually  led  to  his  comparatively 
early  death.  In  the  case  of  the  Monument,  the 
many  delays  were  also  due  to  the  conditions  of 
the  contract  laid  down  by  the  Office  of  Works 
which  called  for  a  full-scale  model,  for  approval 
of  the  design,  before  any  work  started  on  the 
memorial  itself,  without  a  corresponding  increase 
in  the  amount  of  money  to  which  the  original 
competitors  for  the  conunission  were  supposed  to 
limit  themselves,  if  awarded  it.  However,  as  the 
exhibition  makes  amply  clear,  even  without  such 
negative  factors  Stevens  was  usually  unable  to 
finish  projects,  after  initial  tremendous  enthusiasm 
and  the  laborious  construction  of  models  or  pre- 
paration of  sketches.  Allied  to  this,  he  had  a  fer- 
vent interest  in  all  branches  of  art  and  design,  in- 
cluding architecture,  and  was  constantly  engaged 
in  schemes  with  only  the  remotest  hopes  of  com- 
ing to  fruition,  while  neglecting  the  work  he  al- 
ready had  in  hand. 

The  exhibition  spans  Stevens'  working  life 
from  very  early  watercolours  done  before  he 
went  to  Italy  as  a  boy  of  fifteen,  eventually  to 
become  a  pupil  of  the  sculptor  Thorwaldsen,  to 
studies  from  the  1860s  for  mosaic  ceilings  in  St. 
Paul's,  only  a  fragment  of  which  was  ever  com- 
pleted. His  grandiose  plan  for  the  decoration  of 
the  British  Museum  Reading  Room  was  not  ful- 
filled even  in  part,  though  the  model  makes  it 
look  impressive  and  viabi  .  Stevens  worked  on 
this  last  project  in  the  1850s  while  at  the  same 
time  employed  as  chief  designer  for  the  iron- 
founders  and  manufacturers,  Hoole  &  Co.  of 
Sheffield.  The  seven  years  he  spent  with  them 
was  the  period  of  his  most  sustained  creativity, 
when  he  saw  many  designs  through  from  begin- 
ning to  end.  These  included  superbly  finished 
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stoves,  grates  and  firedogs  which  were  very  well 
received  at  the  International  Exhibitions  of  1851 
and  1855  in  London  and  Paris,  earning  high  praise 
both  for  Stevens  and  Hoole.  Stevens  also  designed 
hunting  daggers  for  a  rival  firm  to  Hoole,  as  well 
as  china  for  Minton's.  Perhaps  during  this  time 
he  was  putting  into  practice  theories  he  had 
taught  when  he  was  Professor  at  the  Government 
School  of  Design  from  1845  to  1847. 

It  is  difficult  to  make  an  adequate  assessment  of 
Stevens'  achievement  especially  from  the  evi- 
dence of  this  exhibition  where  plaster  models  of 
the  Wellington  Monument  must  necessarily  take 
the  place  of  the  real  thing  -  virtually  ignored  by 
visitors  to  St.  Paul's,  though  dwarfing  in  every 
way  the  other  monuments  around  it;  or  where  a 
model  or  a  sketch  represent  Stevens'  last  word  on 
an  abandoned  project.  One  can  only  guess  at  the 
original,  even  if  unfinished,  splendour  of  Stevens' 
decorative  schemes  at  Deysbrook  House  and 
Dorchester  House,  now  dismantled  or  demolish- 
ed, quite  apart  from  other  interiors  which  have 
vanished  without  trace.  The  two  portraits  in 
the  exhibition  of  Leonard  Collman  and  of 
Mary  Ann  Collman  -  and  the  portrait  of  Mrs. 
Mitchell  and  Child,  unfortunately  not  exhibited 
here  -  suggest  it  is  more  than  a  pity  he  painted  so 
few  others;  perhaps  Millais'  reputation  would 
have  been  less  secure  if  he  had.  It  is  impossible  to 
escape  a  sense  of  frustration  with  Stevens  that 
there  are  so  many  designs  and  so  very  few  com- 
pleted projects.  This  must  account,  to  some  ex- 
tent, for  the  neglect  into  which  his  reputation  has 
fallen.  He  does,  also,  stand  rather  apart  from  his 
contemporaries  in  the  main  stylistic  source  of  his 
inspiration  -  Renaissance  and  Mannerist  Italy  - 
and  his  uneclectic  adherence  to  it,  with  no  appar- 
ent interest  in  'primitivism',  'aestheticism',  moral 
or  genre  subjects,  and  so  has  not  shared  in  the  re- 
discovery of  these  large  areas  of  Victorian  art. 
The  catalogue  alludes  to  Stevens'  influence  on  a 
younger  generation  of  sculptors,  his  immediate 
disciples,  who  were  responsible  for  much  of  the 
decoration  of  the  Victoria  and  Albert  Museum 
itself;  his  sculpture  must  surely  also  have  been 
appreciated  by  Lord  Leighton  and  Sir  Alfred 
Gilbert,  to  judge  by  their  work. 


Paintings  by  Luca  Giordano 

2oJune-29  August,  1975 
Heim  Gallery,  59  Jermyn  Street,  swi 
Reviewed  by  briony  llewellyn 

This  collection  of  eighteen  works  on  canv; 
the  Neapolitan  painter  Luca  Giordano  (i  J 
1705)  includes  boszetti  (sketches)  as  well  hn'io 
paintings,  many  highly  dramatic,  and  spans  ost 
of  Giordano's  long  career.  The  earliest  pod. 
between  1650  and  his  first  visit  to  Venice  c.  «, 
is  represented  by  four  figures  of  'Philosop  rs: 
whose  qualities  of  often  painful  realism  showht 
extent  to  which  he  was  influenced  by  his  nutt 
Jusepe  Ribera.  Two  versions  of  Christ  Disp\ng 
with  the  Doctors  in  the  Temple,  one  c.  1659I 
other  c.  1670,  show  how  his  style  developed.| 
first  is  a  frieze-like  composition  with 
colourful  figures  placed  close  to  the  viewe 
the  second  the  figures  are  set  further  back  aniie 
organised  into  a  series  of  Baroque  curves,  o- 1 
ducing  greater  monumentality  and  foaig  I 
attention  on  the  young  Christ. 

Two  pictures  painted  during  the  1680s  siw 
great  diversity  of  style.  The  serenity  and  see- 
what  saccharine  quality  of  the  Xativity  contyts 
with  the  activity  and  flickering  light  of  the  lis: 
at  Cana  which  shows  the  influence  of  Tintono. 
In  the  Massacre  of  the  Innocents  horror  and  dru 
are  created  by  the  chiaroscuro  and  sweejig 
diagonal  lines.  The  late  Stoning  of  St.  Step: 
painted  during  his  stay  in  Spain  in  the  ita 
achieves  its  power  through  simplicity,  domin:d 
only  by  the  clear  red  diagonal  shape  of  the  snt 
and  the  huge  torso  of  one  of  the  thugs  wh  is 
stoning  him.  Two  studies  for  the  frescoes  inie 
Certosa  di  S.  Martino,  Naples,  executed  betwn 
1702  and  1704,  show  that  Giordano's  powers :d 
not  fail  him  as  an  old  man.  His  confidence  id 
fluidity  of  brushwork  is  if  anything  more  [> 
nounced. 

Luca  Giordano. 
The  Sacrifice  on  Mount  Camel: 
Lightning  Burns  Elijah's  Offerings. 
61.6  X  75.6  cm.  (24J  X  29}  inches). 
The  Heim  Gallery. 
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C(i  RIBUTORS 

£,  rd  Morris  is 
K,  er  of  Foreign  Art 
J  Walker  Art 
Q  ry,  Liverpool. 

]A  Culme  is  Head  of 
tl  ilver  Department 
d  theby's  Belgravia. 

jl  olm  Haslam 
U  mter  on  the 
I  ceenthand 
t  itieth  century 
ci  rativearts. 
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I  JAMES  DROMGOLE 
MTON,  1 84O-I916. 

i  Aesthetic  Lady, 
;ned  and  dated  '82, 
itercolour, 
x  12^  inches. 
aas  Gallery, 
a  Clifford  Street, 
■  Bond  Street,  Wi. 
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Goering's  'Boucher'  Reattributed 

Jeffrey  Daniels 

Last  year  the  Sunday  Times  colour  magazine  published  an  article 
on  the  war  loot  of  Hermann  Goering.  In  this  article, 
Jeffrey  Daniels  rcattributes  a  painting  correctly,  to  J.  Cazes. 

An  El  Greco  Confirmed 

Izabella  Galicka  and  Hanna  Sygietytiska 
A  painting  discovered  in  a  Polish  parish  church  in  1964  and 
tentatively  attributed  to  El  Greco  has  now  been  positively 
identified  as  his  work  by  the  discovery  of  a  hidden  signature. 

A  Kneller  Portrait  Discovered 

Ed^ar  R.  Samuel 

Isaac  Pcreira  supplied  bread  and  bread  wagons  to  the  English 
and  Dutch  forces  during  the  Irish  campaign  which  led  up  to  the 
Battle  of  the  Boyne,  1690.  A  portrait  of  him  is  here  shown  to  be 
the  work  of  Sir  Godfrey  Kneller. 

Origins  of  a  Bow  Figure? 

Bevis  Hillier 

Although  it  has  been  long  established  that  the  Bow  factory 
relied  heavily  on  engravings  as  sources  for  porcelain  figures  in 
the  mid  eighteenth  century,  no  engraved  source  has  hitherto 
been  suggested  for  the  well-known  Bow  figure  of  a  huntsman. 
Bevis  Hillier  suggests  on  circumstantial  evidence  that  the  source 
ma}-  have  been  an  engraved  figure  in  the  trade-card  of  the  early 
eighteenth-century  engraver  William  Cole. 

A  Rare  Clock  by  Johannes  Dortmondt 

Mary  C.  Webb 

The  name  of  the  seventeenth-century  clockmaker  Johannes 
Dortmondt  was  listed  in  a  recent  book  on  Dutch  clockmakers, 
but  the  author  was  unable  to  give  any  surviving  example  of  Ins 
work.  Now,  however,  a  fine  longcase  clock  by  him  has  been 
found  in  English  hands,  and  Mary  C.  Webb  discusses  it  in 
relation  to  the  original  sources  of  the  engravings  on  the  dial,  and 
to  earlier  ideas  on  chronology. 

Antonello  da  Messina 

Professor  Maria  Paolini 

Professor  Paolini,  one  of  Italy's  leading  art  historians,  analyses 
the  style  and  subject  matter  in  the  paintings  of  this  remarkable 
and  enigmatic  Renaissance  artist. 

The  Michelin  Building 

fcntiy  Pearson 

The  Michelin  building  in  Sloane  Avenue  is  a  familiar  London 
landmark,  but  never  before  has  there  been  an  attempt  to 
discover  the  architect  of  this  idiosyncratic  building,  or  the 
source  of  its  decorative  tiles. 

Saltglaze  Tiles  and  William  Greatbatch 

Jeremy  Sheldon 

Saltglaze  is  still  underprivileged  in  the  hierarchy  of  English 
ceramics,  and  detailed  research  into  these  wares  has  had  to  wait 
until  the  last  ten  years.  In  this  article  Mr.  Sheldon,  of  the 
Brighton  Museums,  traces  the  origins  of  a  series  of  saltglaze  tiles 
in  the  Victoria  and  Albert  Museum. 

Gambart  and  the  Missing  de  Keyser  Pictures 

Jeremy  Maas 

Gambart  was  one  of  the  most  influential  figures  in 
nineteenth-century  fine  arts.  Over  a  long  career  he  bought  and 
sold  the  work  of  most  of  the  leading  painters  of  the  day. 
Mr.  Maas  has  recently  discovered  a  set  of  paintings  by  the 
Belgian  artist  de  Keyser  depicting  all  those  painters  with  whom 
Gambart  had  dealings. 

Some  Vorticist  Pottery 

Malcolm  Haslam 

This  article  examines  the  hitherto  neglected  connection  between 
the  Vorticist  painter  and  teacher  Cuthbert  Hamilton  and  the 
potter  William  Staite  Murray. 


SHOWCASE 


Heffernan 
and  Jones 

Antique  and  Modern  Silver. 

22  Crown  Passage,  St.  James's, 
London  SW1Y  6PP  01-930  6003 


A  fine  taperstick  by  James 
Gould.  London  1738. 

Height  4£"  Weight  4  ozs 


Ten  thousand  square  feet 
of  Antique  Victorian  and 

Edwardian  Furniture. 
Vast  stock  of  interest  to 
exporters,  interior  designers 
and  traders. 
Large  parking  area. 
Hughes  Brothers 
Vanston  Place  and  Jerdan 
Place,  Fulham  Broadway 

London  SW6. 
Open  Monday  to  Saturday 
9  am  to  £.30  pm. 
Qi-38?  3183 


As  if  you  could 
forget! 


41st  CHELSEA 
ANTIQUES  FAIR 

September — oth-20th 

CHELSEA 

OLD  TOWN  HALL 

LONDON  S.W.3 

Full  details  from : 

JOSEPHINE  GRAHAME-BALLIN 

ANTIQUES 

21  GEORGE  STREET 

ST.  ALBANS  HERTS. 

Telephone  St.  Albans  56069 


Connoisseur  Antiques; 

(Peter  and  Queenie  Kauffman) 
59  Ship  Street  (First  Floor),  Brighton, 
Sussex  BN1  1AE.  Tel.  Brighton  29190 


We  hold  one  of  the  most  comprehensive  collect- 
ions of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quiries are  invited  by  'phone,  letter  or  personal  cai 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


George  II  1740  Pitcher  Cream  Jug  on 
Spreading  foot  Weight  3  oz.  5  dwt 
Height  3  J".  Maker  Dinah  Gamon. 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH  Bournemouth  242S9 


CAR FRAY 
TRANSPORT 

specialists 
in  removals  of 
antique  furniture 

Ring  01 -235  1034 
Instant  quotes/prompt 
and  reliable  service 


TUTANKHAMEN 

Price  £3 

From  all  good  booksellers  or  fro\ 

THE  CONNOISSEUR  BOOK  BTYI  j 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SWl^HF 


One  of  three  exceptionally  fine  am 
heavy  escallop  shell  dishes,  the  bad 
chased  in  a  naturalistic  style. 
London  1749  by  Paul  Crispin.  Wt,  26  j. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  SWlX  SJU  01-23* 
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Register  Advertisements 


FOR  SALE 

Old  Art  Books:  List  of  old,  rare,  and  out  of  print  books  on  art,  objets 
d'art  etc.,  available.  Antiquarian  books  on  many  subjects  in  stock. 
Old  books  relating  to  Ireland  wanted.  P.  &  B.  Rowan,  33  South 
Parade,  Belfast. 

Wanted  Connoisseur  April  1958.  Drover,  Shelvingstone,  Sonning, 
Reading,  Berks.  Reading  693253. 

Original  turn  of  the  century  posters  mainly  English:  Hassall,  Aldin, 
Mucha  et  al.  Box;  8726. 

Vincent  Van  Gogh,  de  la  Failla  no.  F127  (H  144)  available  from  private 
collector,  write  Box  8727  or  telephone  01-435  7253. 

Rainier  National  Bank  (46  Moorgate,  London  E.C.2.  Telephone 
01-628-6671,  Ext.  44).  Researching  career  and  history  of  Admiral 
Peter  Rainier  1741-1808.  Would  be  grateful  any  information,  especially 
present  whereabouts  portraits  by  Arthur  William  Devis  painted  1805. 
Also  prints  or  paintings  of  ships  under  his  command;  Ostrich  1777, 
Burford  1779,  Monarch  1790,  Suffolk  1793. 


HERTFORD, HERTS 

Interesting  period  s  lop  premises  just  outside  the  main  shopping  area 
and  in  an  area  of  particular  interest  to  antique  businesses  or  similar 
trades.  Premises  comprse  2  shops  with  substantial  first  and  second 
floor  accommodation  and  are  to  be  let  on  new  lease(s)  with  no  pre- 
mium at  £2,000  p.a.  and  £2,500  p.a.  excl.  or  £4,000  p. a.  excl.  for 
the  whole.  Further  details  from 

W.  H.  Lee  &  Co..  21  High  Street,  Ware.  Telephone:  (0920)  5411. 


MISCELLANEOUS 

Antique  and  Contemporary  Paperweights  are  shown  in  fu 
colour  in  our  latest  catalogue,  $3.00  L.  H.  Selman  Ltd.,  407  Cliff  Street 
Suite  4,  Santa  Cruz,  CA.  95060. 

i 

SWITZERLAND,  Germany,  Hungary,  Austria,  Netherlands;  buyinc 
all  engraved  topographical  views,  aquarells,  maps  and  old  illustratec 
books.  Dr.  Deer,  D  61  -  Darmstadt-Arheilgen,  Kornweg  2. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £1.15  each  (plus  5ip  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied  to 
professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V  1HF.  Price  per  can,, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air), 
$6.00  surface  mail.  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.82,  Europe  £2.50,  Australia  (£4.50  air),  £2.50  surface  mail. 
10%  discount  overall  discount  on  six  or  more  cans. 
'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 

Register  advertisements  are  20p  per  word  minimum  £3.00  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON.  SW1V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


A  completely  new  colour  edition  of  the  unrivalled 

The  Connoisseur 
Complete 

Encyclopedia 


of  Antiques 


The  range  and  comprehensiveness  of  the 
information  in  this  Encyclopedia  is  unrivalled 
in  any  other  single  volume.  The  Connoisseur 
Complete  Encyclopedia  of  Antiques  has  been 
completely  redesigned  and  brought  up-to- 
date  to  meet  the  needs  of  collectors  today. 
The  text,  written  by  highly  qualified  experts 
and  revised  to  take  account  of  new 
discoveries,  is  divided  into  a  number  ot 
major  chapters  enabling  each  subject  to  be 
dealt  with  in  an  authoritative  and  rounded 
way.  There  are  approximately  500  colour 
illustrations,  500  black  and  white 
photographs  and  360  line  drawings. 

The  great  range  of  subjects  includes 
furniture,  silver,  pottery  and  porcelain, 
glass,  clocks  and  watches,  jewelry, 
needlework  and  embroidery,  metalwork, 
prints,  carpets  and  rugs,  arms  and  armour, 
coins  and  medals  and  scientific  instruments. 
New  interests  included  are:  antiquities  and 
ethnographica,  oriental  antiques,  art 
nouveau,  art  deco  and  the  arts  and  crafts 
movement. 


From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur,  Books  Division,  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1  V  1  HF. 
(Please  send  £\  3.50  to  cover  post  and  packing.) 


£13.00 
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Norman  Adams  Ltd. 

8-10  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Anno  Domini 

66  Piinlico  Road,  London  swi 
Tel:  01-730  5496 

17th,  18th  and  Early  19th  century  furniture, 
mirrors  and  decorative  items 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bury  Street,  St.  James's,  London  swi 
Tel:  01-930  2444 

English  and  Continental  Porcelain 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modem  jewellery  and 
presentation  items;  interior  furnishing 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  1 4th  to  1  gth  Century 

Arcade 

28  Old  Bond  Street,  London  wi 
Tel:  01-493  1879 

Works  of  Art  from  Classical  Greece  to  the 
1  gth  Century 

Barling  of  Mount  Street 

112  Mount  Street,  London  wiy  5 he 

Tel:  01-499  2858.  Cables:  Bargro,  London  wi 

Early  English  and  Continental  furniture ,  early 
European  and  oriental  works  of  art 

Baxter 

191-193  Fulham  Road,  London  SW3 
Tel:  01-352  9826 

Fine  18th  Century  English  Furniture 
Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0650/1325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver  Jewellery,  Bronzes,  Objets  d'Art 


Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  w  1 
Tel:  01-629  401 8/3 3 97 
Chinese  Ceramics  and  Works  of  Art, 
Islamic  Pottery 

Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 
Bruford  &  Carr 

91  Mount  Street,  Mayfair,  London  wi 
Tel:  01-499  7644 

Antique  and  modem  domestic  silverware  and 
individualistic  jewellery 

W.  G.  T.  Burne 

11  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London  wi 
Tel:  01-437  0986 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
BY  APPOINTMENT 

William  Claydon  Ltd. 

38  Bury  Street,  St.  James's,  London  swi 
Tel:  01-930  1 173 

Fine  Chinese  jade,  porcelain  and  works  of  art 
Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 

Richard  Courtney 

114  Fulham  Road,  London  SW3 
Tel:  01-370  4020 

Fine  18th  century  English  furniture  and 
works  of  art 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  waives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  swi 
Tel:  01-584  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 


Philip  Duncan  Ltd. 

Lowndes  Lodge,  28  Lowndes  Street, 
London  swi,  Tel:  01-235  1512,1513  * 

1 8th  Century  Furniture 
Porcelain  and  Works  of  Art 

Ferrers 

9  Piccadilly  Arcade,  London  swi 
Tel:  01-493  6948 

French  Paintings  and  Drawings  from  ijoo  to  ig, 
Victorian  Paintings  and  Art  Nouveau 

Fernandes  &  Marche 

1 

17  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture ,  English  gilt-wood  mirro 
and  tables 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5116 

British  Art  of  the  i8tli  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

Fortnum  &  Mason  Ltd. 

181  Piccadilly,  London  w  1  a  i  er 
Tel:  01-734  8040 
Telex:  21 160 

Fine  18th  Century  English  Furniture 
S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Franses  of  Piccadilly 

169  Piccadilly,  London  wi,  Tel:  629  2434/193 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Victor  Franses  Gallery 

57  Jermyn  Street,  St.  James's  swiy  6lx 
Tel:  01-493  6284 

European  and  Oriental  rugs,  carpets,  tapestries, 
needleworks  and fine  works  oj  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

1 8th- 1  gth  century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  igth  centuries 


Q  Tie  George 

od  <  George  Street,  London  win  5RI 
•T  31-935  33^2 

jj  vtd  19th  century juie  English  and  Continental 
p,J  ings.  Large  selection  at  competitive  trade  prices 

(  istophcr  Gibbs  Ltd. 

1  Mew  Bond  Street,  London  w  1  y  9 a  b 
1  01-629  200S/9 

I  ks  of  Art  and  Fine  Paintings 

{  tipels  Fils 

)avies  Street,  London  wi 
J  01-493  2488,  Cables:  Glimpelfils,  London 

temporary  Paintings  and  Sculpture 

hard  Green  (Fine  Paintings) 

)over  Street,  London  wi,  Tel:  01-493  7997 

osvenor  Gallery 

49  South  Molton  Street,  London  w  1 
: 01-629  0891 

(  -cialists  in  20th  Century  Russian  and  Italian 
isters,  Art  Nouveau  -  Mucha,  Art  Deco  -  Erte 

illsborough  Gallery 

3  New  Bond  Street,  London  wi 
;  1: 01-499  1923,  Cables:  Pictorio,  London  wi 

portant  Old  Masters,  1  gth-20th  Century 
mtings 

/.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

•-70  Chalk  Farm  Road,  London  nwi 
el:  01-267  2767  and  01-485  1504 

nccialists  in  lSth  and  early  19th  Century  English 
urniture,  and  works  oj  art 

larvey  &  Gore 

Burlington  Gardens,  London  wix  ile 
'el:  01-493  2714 

bttique  jewellery  and  silver,  Sheffield  Plate 

Jazlitt  Gallery  Ltd. 

Ryder  Street,  St.  James's,  London  swi 
"el:  01-930  6821 

talian  1 7th  and  18th  Century  Paintings, 
:rencli  Paintings  of  the  Barbizon  School 

leim  Gallery 

9jermyn  Street,  St.  James's,  London  swi 
'el:  01-493  0688 

)W  Master  Paintings  and  Sculptures 

iennell,  Frazer  &  Haws  Ltd. 

Davies  Street,  Berkeley  Square, 
.ondon,  wi y  2NY.  Tel :  01-499  3°i  1 
Intique  and  modem  jewellery  and  silver,  domestic 
'Ivcr  by  the  Hennclls from  1 737 

lerner  Wengraf 

7-68  Jermyn  Street,  St.  James's 
ondon  swiy  6ny.  Tel:  01-930  1864 
ablcs:  OLDGAL  London  SWI 
me  Old  Masters  and  lgth  Century  Paintings 


Edwin  H.  Herzog 

49  Brook  Street,  London  w  1 
Tel:  01-629  5460 

Fine  18th  Century  English  furniture 
and  Works  of  Art 

Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Eireplaces  and  Grates.  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

jewellery,  Antique,  Victorian  and  line  modern 
silver 

George  Horan (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Howard  Antiques  Ltd. 

8  Davies  Street,  London  wi,  Tel:  01-629  2628 

Fine  Furniture,  Paintings,  Porcelain  and 
Works  of  Art 

Henry  Jacobs 

174a  Kensington  Church  Street 
(entrance  in  Kensington  Mall) 
London  w8,  Tel:  01-229  2988 

19th  Century  English  and  Continental  Paintings, 
Specialising  in  Dutch  Paintings  of  the  Romantic 
School 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  18th  and  19th 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 


Brian  Koetser  Gallery 

38  Duke  Street,  St.  James's,  London  SWI 
Tel:  01-9306309 

Old  Master  Paintings  of  the  Dutch  and  Flemish 
Schools  i6th-i7th  centuries 

Leonard  Koetser  Gallery 

13  Duke  Street,  St.  James's,  London  swi 
Tel:  01-9309348/9 

Dutch  and  Flemish  masters  of  the  1 6th- 17th 
Centuries 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4  John  Dalton  Street,  Manchester  mi  6jp 

Tel:  061-834  2420  and  061-832  9036 
Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel:  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

hnportant  stock  oj  early  ivorks  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi, 
Tel:  01-629  2250 

Specialists  in  Fine  19th  and  20th 
Century  Paintings,  Drawings  and  Bronzes 

Leger  Gallery 

13  Old  Bond  Street,  London  wi 
Tel:  01-629  3538/9 

Old  Masters  of  the  European  schools  14th  to  19th 
Centuries  and  Early  English  IVatcrcolours 

Little  Gallery 

5  Kensington  Church  Walk,  London  wS 
Tel:  01-937  8332 

Tuesday  to  Saturday  1  r  a.m.  to  6  p.m. 
or  by  appointment. 

lSth  to  20th  Century  Watercolours  and Draivings 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

Fine  Paintings  from  the  iqth  Century  to 
Post  Imp  ress  ion  ism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

18th  and  19th  Century  English  Paintings, 
drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  4202 

Ancient  Art 


Mallett  &  Son  (Antiques)  Ltd. 

40  New  Bond  Street,  London  wi 

Tel:  01-499  7411,  Cables :  Malletson  London 

Fine  English  and  Continental  Furniture  and 
works  oj  art 

Mallett  of  Bourdon  House  Ltd. 

2  Da  vies  Street,  Berkeley  Square,  London  wi 
Tel:  01-629  -444/5,  Cables :  Mallethous  London 
Continental  Furniture  and  Objets  d'Art, 
Garden  Statuary  and  Furniture 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  fine  English  antique  Porcelain, 
Pottery,  Deljtware  and  Enamels 

John  Manning  Gallery 

71  New  Bond  Street,  London  wi 
Tel:  01-6294629 

Old  and  Modern  Drawings  of  the  English  and 
Continental  Schools 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wi x  3 hf 
Tel:  01-629  5161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5 161,  Cables:  Bondartos 
Contemporary  Graphics  and  Multiples 

Mayorcas  Ltd. 

38  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-629  4195 

Antique  Textiles,  Fine  Etiropean  Tapestries 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

English  and  European  Paintings 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Hugh  Moss  Ltd. 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-499  5625  and  492  1835/6/7 

Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  funiture,  bronzes  and 
snuff  bottles 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

1 8th  and  1  gth  Century  English  and  French 
watcrcolours  and  drawings 


J.  B.  Nuncio 

Tel :  01-584  0362  (evenings) 
View  by  appointment 

1 7th  and  1 8th  Century  Antiques  and  Paintings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths for four  generations.  Also  of  Harrogate 

O'Hana  Gallery 

13  Carlos  Place,  Grosvenor  Square,  London  wi 
Tel:  01-499  156- 

Paintings  and  Sculpture  from  the  19th  and  20th 
Centuries 

Omell  Galleries 

22  Bury  Street,  St.  James's,  swi 
Tel:  01-839  4274 

Fine  1  gth  Century  paintings  at  realistic  prices 
Omell  Galleries 

40  Albemarle  Street,  Piccadilly,  London  wi 
Tel :  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Hal  O'Nians 

6  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  9392 

Old  Master  Paintings  and  Drawings 

Parker  Gallery 

2  Albemarle  Street,  London  wi 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watcrcolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barrett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  from  Tibet,  Nepal  and  India 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  of  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5EN 
Tel:  01-352  3088 

18th  and  early  19th  century  English  furniture 


Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133  * 

Selected  European,  Oriental  furniture  and 
works  of  art. 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St.  James's,  London  swi 

Fine  Paintings  of  the  English  and  Continental 
Schools  of  the  1  gth  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

1 8th  Century  Chimney  Pieces,  Grates,  Fenders , 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

18th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 


Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  London  w 
Tel :  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 

Redfern  Gallery 

20  Cork  Street,  Burlington  Gardens, 
London  wi,  Tel:  01-734  T732 
20th  Century  Paintings,  Drawings, 
Sculpture  and  Graphics 

William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  116 

18th  Century  Continental  furniture 
and  works  of  art 
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Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1971 

Fine  European  Arms  and  Armour 
Islamic  Arms  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 

igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 

Ross  Galleries 

18  Dover  Street,  London  wi 
Tel:  01-629  0975/6 

English  and  Continental  Paintings  of  the 
19th  Century  School 


R  iens  Antiques 

I J  rkct  Street,  Woodstock,  Oxford  0x7  isu 
tJ  in6i8 

I  1  gth  century  Dutch  and  English  paintings 
an  atercolours.  Early  English  porcelain,  small 
y  me  and  barometers 

F  ik  T.  Sabin  Ltd. 

I  w  Bond  Street,  London  W 1 

hi  01-499  5553 

II  'sh  Paintings,  W atercolours  and  Fine 
/)  ftarian  Prints 

r  >  Sladmore  Gallery 

:  .ruton  Place,  London  w  i 
'  OI-4990365 

Century  Impressionists  and  Contemporary 
I  \al  sculpture.  Wildlife  and  sporting  paintings 

bin  Symes 

rmond  Yard,  Duke  of  York  Street, 
1  idon  swr,  Tel:  01-930  9856/7 

J  :ient  Art 
ink  &  Son  Ltd. 

■  King  Street,  St.  James's,  London  swi 
I  .:  01-930  78S8,  Cables:  Spink  London  swi 

ins,  Medals  and  Orders,  Oriental  Art, 
dish  Furniture,  Paintings,  Drawings 
I  Silver 

air  &  Company  Ltd. 

3  and  125  Mount  Street,  London  wiy  5 hb 
1: 01-499  1785/1784/5270 
te  English  Furniture  and  work  of  art  of  the 
tli  and  18th  Centuries 

.  Terry-Engell  Gallery 

Bury  Street,  St.  James's,  London  swi 
el:  01-839  2606 

id  Masters  and  igth  Century  French  Landscape 
tintings 

emple  Williams 

launch  of  Venison  Yard,  Brook  Street, 
ondon  wi,  Tel:  01-629  i486 

pecialists  in  Fine  Regency  Furniture 

'he  Textile  Gallery 

s  Bruton  Street,  London  wix  7AH 
el:  01-629  3651 

Oriental  and  central  Asian  rugs  and  textiles 

Jan  Tillman  (Antiques)  Ltd. 

Halkin  Arcade,  Motcomb  St.,  London  swi 
el: 01-235  8235.  Telex:  916151 

ntique  Paperweights  also  glass  from 

'th-igth  Centuries,  including  English  and  French 

ameo  glass 

rthur  Tooth  and  Sons 

Bruton  Street,  London  w  r 
d:  01-499  6741 

ench  Paintings  of  the  igth  and  20th  Centuries 
d  English  Paintings  of  the  20th  Century 


Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 

Important  stock  iStli  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryton 

41-42  Dover  Street,  London  w  1 
Tel:  01-493  5161 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Dennis  Vanderkar  Gallery 

28  New  Bond  Street,  London  w  1 
Tel:  01-499  6613 

Dutch  and  Flemish  Old  Masters 

Betty  &  Vera  Vandekar 

20  Motcomb  Street,  London  sw  i 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
pottery,  furniture  and  works  of  Art 

Earl  D.  Vandekar 

138  Brompton  Road,  London  SW3 
Tel:  01-589  8481/3398 

Members  ofB.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Christopher  Wade  Gallery 

28  Bruton  Street,  London  wi 

Tel:  01-499  0298/9,  Cables :  Parnassus,  London 

Fine  Paintings  oj  the  1 7th  and  1 8th  Centuries 
Works  by  Modern  Artists 

Wartski 

14  Grafton  Street,  London  wi 
Tel:  01-493  1141-2-3 

Fine  stock  of Antique  Jewellery ,  Silver, 
Snuff  Boxes,  Russian  Porcelain  and  other  items 
Also  the  foremost  specialists  in  Faberge 

Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel :  Gt.Witchingham  572 

Dutch  and  English  paintings  from 
17th- igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London  swi 
Tel:  01-9304732/0729 

English  and  Continental  Porcelain 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel :  01-629  0602,  Cables :  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 


W.  H.  Wilson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Douglas  Wright 

34  Curzon  Street,  London  wi 

Japanese  Lacquers,  Porcelain,  Jade  and 
works  of  Art 

Harriet  Wynter 

352  Kings  Road,  London  s W3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 
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Leon  Pelouse  —  Landscape  — 
oil  on  canvas,  15"  x  21^4" 

FINE  PAINTINGS  •  ANTIQUES  •  OBJECTS  OF  AFC 


C.X.  Harris  —  Le  Chat  Blanc  — 
oil  on  panel,  11"%"  x  9" 


Abel  Warshawsky  —  Le  Port  de  Concarneau  — 
oil  on  canvas,  253/4"  x  31%" 


C.  D'Antonio  —  Checkmated  - 
oil  on  canvas,  28%"  x  23^" 
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PIETER  VAN  LOO  1 731-1784 
Watercolour  and  brown  ink 
Signed  -  9 J  x  5  J  inches 


With  fine  Louis  XIV  baguette  tiame 
Overall  size,  including  frame:  14  J  x  11  inches 
Provenance:  William  Esdaile,  Christie's,  June  1840. 


JOHN  MITCHELL  &  SON 


8  NEW  BOND  STRE 
LONDON  WiY  9,E 
Telephone:  01-493  75/ 
Cables:  Jonmit,  Londn 


JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  Cables:  JEREMIQUE,  LONDON,  S.W.3 

01-35J  31^7 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


From:  St.  Catherines  Court,  Batheaston. 
An  exceptional  pair  of  late  eighteenth  century  sidetables 
with  satinwood  and  decorated  tops  and  giltwood  bases. 
English  Circa  1780. 

Height  35"  89  cms. 
Width  40"  102  cms. 
Depth  20s"  51  i  cms. 


1 


A  bookcase  blending  the  ageless  beauty  of  the  18th  century  with  the  artistry  of  our  own  craftsmen.  86"  Wide,  2VA"  Deep,  93V  Hig 


Maintaining  an  exceptional  inventory  of  fine 
English  and  French  period  pieces,  chandeliers,  por- 
celains, paintings,  Oriental  carpeting  and  objets 
d'art.  Our  cabinet  shop  and  master  craftsmen 
are  available  to  meet  your  most  exacting  require- 
ments in  furniture  refinishing,  restoration  and 
reproduction,  inquiries  invited. 


Charlton  Hall  Galleries,  Inc. 

GERVAIS  AT  PARK,  COLUMBIA,  S.  C.  29201 

803/779-5678 


The  Antique  Porcelain  Company 

The  Antique  Company  of  New  York,  Inc. 
Works  of  Art 


Meissen  Pair  of  Swans  mounted 
on  Louis  XVI  Bronze  Dore  Candelabra 
Modelled  by  Johann  Joachim  Kaendler 

Date:  circa  1740  Height:  62  cm. 


The  Antique  Porcelain  Co.  Ltd. 

149  New  Bond  St.,  London  WiY  oHY 

Tel:  01-629  !254 


48  East  57th  Street, 
New  York  N.Y.  10022 
Tel:  212-758  2363 


The  Antique  Porcelain  Co.  AG 
Central  2,  Postfach  8021  Zurich 
Tel:  (01)  34  13  44 
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Jan  Van  Goyen  (Leiden  1596-1656  The  Hague)  Panel;  7|  x  13  ins.  (19.7  x  33  cms. 

Signed  and  dated  162^ 


Exhibition  of  Old  Master  Paintings 

and  Drawings 

October  3rd  to  31st  1975 


BROD  GALLERY 

24  ST.  JAMES'S  STREET 

LONDON  SW1 A  1  HA 

TELEPHONE:  01-839  3871 

TELEGRAMS:  RESTAFF,  LONDON.  S.W.1 . 


FULLY  ILLUSTRATED 
CATALOGUE  ON  REQUEST 
£2.00  ($10.00) 
WEEKDAYS  10  -  5.30 
SATURDAYS  10-1 


to  H  M  Quun  Ehtmklh 
7f*  Qf,n«  SUitot 


Br  Apfimlmtnt 

*  H.St.  (I"*™  Elmbtth  It 
Jiwtltm 


Br  Appoi'K""*' 
to  tht  lot<  Qi'ftn  Staff 
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14  Grafton  Street,  London  W.I. 

ESTABLISHED  1865 
Tel:  493  "41/2/3 


f. 


ml 


A  GOLD  SNUFF  BOX  BY  SCHINDLER 


The  cover  brilliantly  enamelled  EN  PLEIN  showing 
an  encampment.  In  the  foreground  officers  are 
drinking  round  a  table.  Serving  women  prepare 
food,  whilst  in  the  distance,  ranks  of  soldiers  are 
on  parade.  Miniature  Signed  Schindler  Wienn. 

The  body  of  the  box  chased  and  engraved  with 
swirling  wave  and  rope  patterns. 

By  Philipp  Ernst  Schindler 
Vienna  c.  1765.  Length  3I  inches. 


EXHIBITION 

MARINE  PAINTINGS 

OF  THE  1 8th,  19th  &  20th  CENTURY 

weekdays  10-6        October  i  $th  to  November  7th 

Illustrated  catalogues  available  on  request  £/,  U.S.A.  Sj. 
Sold  in  aid  of  The  Royal  Xational  Life-Boat  Institution. 


■ 


Saturdays 


THOMAS  WHITCOMBH 


H.M.  FRIGATE  'SPARTAN'  ENGAGING 

A  FRENCH  SQUADRON  IN 
THE  BAY  OF  NAPLES  AND  CAPTURING 
THE  BRIG  'SPAVIERE',  MAY  18 10 


Signed  and  dated  i8~ 
On  Canvas :  32x48  incr 


C.  Brooking 
T.  Buttersworth 
W.  Anderson 
W.  J.  Huggins 


Featuring  works  by: 

J.  Walter 
T.  Luny 
N.  M.  Condy 
W.  Clark 


W.  F.  Settle 
T.  Sommerscale 
F.  Mason 
and  others 


N.  R.  OMELL 


18th  &  19th  CENTURY  PAINTINGS 

6  DUKE  STREET,  ST.  JAMES'S,  LONDON,  S.W.i.  01-839  6223/4 


T.  CROWTHER  &  SON  LTD 

Telephone :     282  NORTH  END  ROAD     Cable  Address: 
01-385  1375/7     FULHAM,  LONDON  SW6     Antiquity  London 


A  Rare  18th  Century  Adam  Period 
Paktong  Dog  Grate  with  matching  Fender. 

rate:  Width:  2'  5f  Height:  2'  5\"      Fender:  Width:  4'  0"  Height:  6". 


in  Antiques  and  Works  of  Art.  Specialists  in  Period  Oak  and  Pine  Panellings, 
md  Marble  Mantelpieces,  18th  Century  Furniture  and  Fine  Garden  Ornaments. 


This  superb  example  of  craftsmanship  will  be  available  well  before 
Christmas  to  those  who  want  only  the  best  that  money  can  buy,  Bound 
in  polished  crimson  calf  hide,  the  gold  blocked  undated  cover  with 
optional  matching  initials  can  be  detached  from  the  water  silk  slip-in 
diary  for  use  with  future  refills.  Each  spread  of  hand  gilded  pages 
presents  a  week  of  the  year  with  one  column  to  each  weekday  identi- 
fiable by  the  bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include  import  and  export 
of  antiques,  Sovereigns  of  England,  English  Clockmakers,  Porcelain 
Factories,  Painters,  Silver  Marks,  Chinese  dynasties,  and  much  else 
besides. 

The  Diary  and  Appointments  Book  is  sent  to  you  in  a  specially  designed 


ORDER  FORM 


matching  protective  container  and  only  the  first  three  hundred  appli 
cations  can  be  accepted.  Overall  size  10"  x  1\"  Price  £1 2  (including  VA' 
UK  onlv).  $29.00  to  U.S.A.  Refills  only,  £4.00  (including  VAT  U> 
only).  $9.60  to  U.S.A. 


Postage  and  Packing 
per  Diary    U.K.  50p 
Europe  £2.25 
U.S.A.  $5.75 
Far  East  and 
Australia  £3.00 


Postage  and  Packin; 
per  Refill    U.K.  £0.2< 
U.S.A.  S3.5( 
Elsewhere  £1.0( 


VAT  No.  238  3874  T. 


TO:  The  Connoisseur  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SW1V  1HF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1976.  Amount  

Mr/Mrs/Miss  

Address  


ewmatv 

1870-1975 


Faith,  Hope,  Love      MARY  LIZZIE  MACOMBER 
Signed  and  dated  1894 
Canvas:  33  x  24  ins.  (84  x  61  cms.) 
Framed:  42  x  Jli  ins.  (107  x  80  cms.) 
Exhibited:  Vose  Gallery,  Boston,  Mass.  1913. 


M.  NEWMAN  LTD.  43a  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 

Members  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 


20  RUTLAND  GA  P 
LONDON  SW7  iD 
01  589  4128, 2I 


No  extravagant  claims . . . 
No  rash  promises . . . 
Just  solid  integrity  backed 
by  knowledge. 


Buy  with  confidence  I 
from  members  of  The  British  Antique  Dealers' Associatioi 
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BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THE 
QUEEN  MOTHER 


A 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


,%ire  &uj&Jl  and  GmJtmmial  oftfom  cMniaim^. 


An  important  XVIII  Century  Italian  Coffee 
pot  by  Carlo  Micha,  Turin  c.  1740. 
Height:  24.  cms. 

An  example  from  our  collection 
of  Antique  Continental  Silver 


Valuations  for  Probate,  Insurance  and  Division 

Telephonr:  01-639  6261    Telegraphic  Address  "Euclase  London  W.l" 


-1 

ROY  MILES 

Fine  Paintings 

• 

PORTRAIT  OF  HARRY  PECKHAM 

by 

JOSEPH  WRIGHT  OF  DERBY 

T"*         1  *    1      C    t_  1 

English  School 

1734- 1797 

Details:        Oil  on  canvas 
50  x  40  inches 
127  x  102  cm. 
Inscribed 

Provenance:  In  the  Mundy  Collection  since  painted; 

The  Rev.  Clarke-Maxwell,  Markeaton  Hall, 
Major  E.  P.  G.  Miller-Mundy,  M.C. 

Exhibition :    Derby,  "Bi-Centenary  Exhibition  of  the  Works 
of  Wright  of  Derby",  1934. 

Literature:    Benedict  Nicolson,  Joseph  Wright  of  Derby,  1968. 

Harry  Peckham,  the  son  of  the  Vicar  of  Amberley,  Sussex, 
was  Bencher  of  the  Middle  Temple  and  Recorder  of  Chichester. 

Roy  Miles  Fine  Paintings  Limited,  6  Duke  Street, 
St.  James's,  London  SYTi  Telephone  01-930  8665 

4  (.oade  artificial  stoncicare  figure, 
impressed  "Coade  Lambeth,  17997 
.53  1/2  ita  lics  high,  to  be  sold  on  3rd  October, 


I  Japanese  polychrome  Nabeshima  lotus 
leaf-shaped  dish,  7  inches.  18th  Century, 
ta  be  sail  an  24th  October. 


Professional  ach  ice  throughout  the  Rritish  Isles  is 
free  of  charge.  Expense?  are  refunded   if  the  property  i? 
auctioned  In  us  and  realizes  more  than  £1.000. 

Forthmndng  Sales 

Tuesday,  7th  October  at  llum 
KINK  WINKS 

Tuesday.  1  Ith  cx2Hth  October  ut  I  him 
SILVER 

Wednesday,  1st  October  at  I  him 
20thCE\tl  rtt  PAINTINGS  X  <;R  \PHICS 

II  ednesday,  ttth  October  at  1 1  am 
SELECTED  WATERCOLOURS,  DH  VWINGSS  PRINTS 

Wednesday.  ].5th  October  at  1  lam 

FINE  FURS 

Wednesday,  22ml  October  at  1 1  am 
\\  VI I  R<  :OLOl  RS,DR  W  INGS  &  PRINTS 

Wednesday.  29th  October  at  1 1  am 

BYGONES,  VRMSa  \RM()l  R,  &  COSTUMES 

Thursday,  2nd  ( )ctober  at  1 1  am 
FINE  PAINTINGS 

Thursday,  2nd.  9th,  16th, 23rd &30th  October  at  Ham 
ENGLISH  &  CONTINENTAL  FURNITl  RE 

Thursday.  'Hit.  16th  &  23rd  October  at  I  lam 
I  Til..  I8th«  19th CENT!  in  PAINTINGS 

Thursday,  tOth  < )ctober  at  1 1  am 
01.1)  M  \STER  PAINTINGS 

/  riday,  3rd  October  at  I  lam 

I  NG1  ISH  &  CONTINENTAL  CERAMICS  &  WORKS  OF  \RT 

Friday,  10th,  17th  &  31st  October  at  I  lam 
PORCELAIN*  WORKSOF  \RT 

Friday,  24th  October  at  I  lam 
0RIENTA1  CERAMICS*  WORKS  OF  VRT 


Basuli  figure  of  haun  icith  Flul 
17  1/2  inches  high,  to  l>e  sold  o 
3nl  Octalier. 


\\.  v\  E  ( '..  Ronham  and  Son?  Limited. 
Montpelier  Street, London.  SW  7  1 1 1 1 1. 
Telephone  01-5849161. 

8  Itholl  ( descent,  Perth.  Telephone  Perth 32302/3. 

SWITZERLAND 

Rue  Pedro-Mej  Ian  1.  Geneva. 

Telephone  Genei  a  36  60  Q2  Telex  22910. 


A  lllh  Century  Persian  mirror  <nst>  a  ith  three 
decorated  panels.  16  x  10  inches,  oil  on  panel, 
to  he  sold  on  30th  October. 
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MALLETT 

MALLETT  &  SON:  ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WlYOBS.  TELEPHONE:  01-499 741 1(  5  lines) 
TELEX:  25692  CABLES:  MALLETSON  LONDON  WlYOBS 
and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iL] 
Also  in  NEW  YORK :  MALLETT  of  LONDON,  25  EAST  69th  STREET 
New  York  N.  Y.  10021.  Telephone:  (212)  249  9015/6 


An  extremely  fine  and  rare  early  18th  century  Indian  ivory  bed,  the  four  posts  carved  in  relief  with 
parrots,  leopards,  goats,  elephants,  etc.  From  the  collection  of  the  Maharajah  of  Sikhar. 


Width:  4'       Height:  7'2"       Length:  6'4" 


27th  ANTIQUE  DEALERS  FAIR 


PRINSENHOFMUSEUM 

DELFT— HOLLAND 

October  16th  -  November  5th,  1975 

Weekdays  from  10.00  a.m. -5. 00  p.m. 
Sundays  from  1 .00-5.00  p.m. 

Tuesdays  and  Thursdays  also  evenings  from  7.00-10.00  p.m. 

♦ 
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RICHARD  GREEN 


Fine  Paintings 


44  Dover  Street 
London  W1X  4JQ 
01  -493  7997 


1 5  October  -12  November 

Price  of  catalogue  £1 .00 
including  postage 


James  Pollard  (1792-1867 

Race  for  The  Great  St.  I.cgcr  Stakes,  1836: 

All  Over  But  Settling 

Canvas:  i4i  x  26J  in/36  x  Gz  cm. 

Literature:  N.  C.  Selway,  James  Pollard, 

196s,  p.  43,  no.  178. 

N.  C.  Selway,  The  Golden  Age 

of  Coaching  and  Sport,  1972,  p.  35,  no.  203. 

Engraved  by  J.  I  Iarris  and  published  by 

Ackermann  &  Co.  1837 


Annual  Exhibition  of  Sporting  Paintings 


H  Aiken  Snr 
T  Blinks 
E  Bristow 
D  Dalbv 


J  E  Ferneley  Snr 

H  Hall 

H  Hardy 

M  Haughton 


J  F  Herring  Snr 
J  F  Herring  Jnr 
G  H  Laportc 
Sir  A  J  Munnings 


J  Pollard 
J  N  Sartorius 
T  Spencer 
J  Ward 
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FLEUR  COWLES 


RECENT  PAINTINGS 

OPENING  OCTOBER  21st,  1975 


After  the  Storm 

30"  x  24" 
Acrylic  on  board 


PARTRIDGE 

(FINE  ARTS)  LTD. 

144-146  New  Bond  Street 
London  W1Y0LY 

Telephone  01-629  0834/7 
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FISCHER  GALLERY 

CH  -  6006    Lucerne  19  Haldenstrasse    Phone  041  22  57  72/73 

Switzerland 


VERY  IMPORTANT  AUCTION  SALES  FROM  nth  TO  19th  NOVEMBER  1975 


Salt-cellar,  silver  i8r/z  century 


ILLUSTRATED  CATALOGUES 


EXHIBITION  DAILY  from  the  27th  October  to  the  9th  November. 
CLOSED  the  1st  November  all  day. 


Flemish  -  Early  16th  Century 


Arturo  Lopez- Perez  collect  ions 

Paintings  of  the  1 6th.  1 7th  & 

18th  centuries. 

Gothic  Sculpture 

17th  &  18th  Century  Furniture 

Sets  of  Louis  XIII  and 

Louis  XIV  Chairs 

Furniture  by  G.  Jacob 


Me.  Georges  PILLIAS 
Commissaire  -  Priseur 
14  rue  Favart,  75002  PARIS.  Tel.  742.98.74 


SALE  IN  PARIS 

HOTEL  DROUOT— ROOMS  7  &  8 
WEDNESDAY  29th  OCTOBER  1975  2  p.m 

Viewing;  28th  October  1 1  a.m.  to  6  p.m. 


Magnolia  Grandiflora 
with  Monarch  Butterfly 

Limited  Collection. 

Width  13  inches, 
depth  8  inches, 
height  6Vi  inches. 
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A  fine  and  important  PAIR  of  English  serpentine-fronted  marquetry 
Commodes  attributed  to  Pierre  Langlois,  inlaid  in  stained  and  fruitwoods 
on  mahogany  grounds  within  rosewood  and  laburnum  crossbanded 
borders  and  with  fine  gilt  bronze  mounts. 
English,  circa  1  765. 

Width:  4  ft  7  ins.  Depth:  1  ft  95.  ins.  Height:  2  ft  1 1  ins. 
cf.    Commodes  at  West  Wycombe  Park  Bucks  and  articles  by  Peter 
Thornton  and  William  Ryder  on  Langlois  in  The  Connoisseur. 


ASPREY  &  COMPANY  LIMITED.  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  e'ntrance  at  22  Albemarle  Street,  London  W.1 
Telegrams:  Culleus  London  Telex:  251 10 


T.  G.  BAYNE  LTD. 


THE  OAK  AND  WALNUT  SHOP 


An  Excellent  Late  17th.  Century  Oak  Dresser  with  three  drawers,  with  an 
arcaded  apron  to  the  front  and  sides,  of  medium  colour  with  a  good  patina. 
H.  2 '10"  L.  6 'Of  D.  l'G".,  shown  with  a  Late  17th.  Century  Brass  Alms  Dish, 
and  a  Pair  of  Carved  and  Gilded  Late  17th.  Century  Italian  Pricket  Sticks. 

98  CRAWFORD  STREET 
Tel:  01-723  6466— LONDON,  W1H  IAN— Cables:  OAKWAL,  LONDON  wi 


L.  M.  CORNWALL 


A  Fine  Set  Of  Four  George  II  Period  Dining  Chairs  with  pierced  back  splats,  drop  in  seats, 
and  cabriole  legs  with  shell  motif  and  with  ball  and  claw  feet.  Circa.  1760. 


101  Crawford  Street,  London,  W1H  IAN 

Cables:  MAROSAT  London  Wl.  Tel:  01-262  2509 
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ALAN  JACOBS  GALLERY 


Member  of  the  Society  of  London  Art  Dealers 
Member  of  the  British  Antique  Dealers'  Association. 


JAN  GRIFFIER  (1645-1718)  WINTER  LANDSCAPE,  8i  x  1 1  i  ins.  (21  x  29  cms.) 

Winter  Exhibition  of  Fine  XVII  th  Century 
Dutch  and  Flemish  Old  Masters 


Thomas  van  Apshoven 
Ludolf  Backhuysen 
Gerrit  Berckheyde 
Job  Berckheyde 
Christoffel  van  den  Berghe 
Maerten  Boelema  de  Stomme 
Jan  de  Bray 
Anthony  van  Croos 


Aelbert  Cuyp 
Allart  van  Everdingen 
Jan  Griffier 
Jan  van  Kessel 
Cornells  Kruys 
Jan  Lagoor 
•  Sir  Peter  Lely 
Pieter  de  Molijn 


Jean-Baptiste  Monnoyer 
Aert  van  der  Neer 
Jakob  Rootius 
Rachel  Ruysch 
Adraien  van  Stalbemt 

Christian  Striep 
Cornelis  van  de  Velde 
Willem  van  de  Velde  the  Younger 


Catalogue  The  Seen  and  the  Unseen'  52  pages  illustrated  £1.00  ($5.00  airmail) 


15  Motcomb  Street,  Belgrave  Square,  London  SW1  Telephone:  01-235  5944 

Daily  10  a.m.  -  5  p.m.  Saturdays  10  a.m.  -  1  p.m.  or  by  appointment. 


CRAMER 

PAINTINGS  BY  OLD  MASTERS 


CATALOGUE  XX  /  1975-1976  just  published 

REVISED,  ENLARGED  EDITION   168.  pages,  90  illustrations 

/,S.oo  post  free  (U.S.A.  $15.00  incl.  air  mail  postage) 


3 cS,  JAVASTRAAT  .  THE  HAGUE  .  THE  NETHERLANDS 

TEL:  (070)  63  07  58* 


DELOMOSNE  AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  pair  of  Bow  Vases  painted  in  soft 
famille  rose  colours.  Height:  9  inches. 
Circa  1760. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON 
LONDON  W.8 

TELEPHONE  01-937  1804 
CABLEGRAMS: 
DELOMOSNE  LONDON  W.8 
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DEVENISH 


&  COMPANY  INC. 

929  MADISON  AVENUE,  NEW  YORK  NY  10021 
LEHIGH  5-2888 


An  Exceptionally  fine  quality  and  rare  George  II  Break  fron  t-hook case  with  secretaire  drawers.  The  designs  on  which 
ihis  break  front  is  based  are  illustrated  in  "The  Gentleman  and  Cabinet-makers  Director"  by  Thomas  Chippendale, 
The  Dimensions  are:  Width  5  feet  9  ins.  Height :  7  feet  10  ins.  Depth  I  foot  ID  ins, 


A  Tale  of  Tai  Ringal  and  Other  Poems 

by  Jeremy  Gadd 
Engravings  by  P.  John  Burden 

I  watch  the  coffee  coloured  day 

spill  milk  bright, 
Counting  spoonfuls  heaped  with  once  life 

into  the  cloistered  clay. 
O  why  white  flowers  at  funerals? 

A  careening  crow  caroused  with  my  cross 

murmuring  sympathy 
For  the  lost.  Toll'd  my  dirge 
in  cawing  clangs. 
O  why  bitumen  black  for  the  bearers? 

Gravel  my  grave  in  morning  glory 

or  the  word  wormed 
Leaves  of  a  cheerful  story 

to  warm  my  barren  breast 
O  cover  my  heart  in  colours. 


A  Limited  Edition  of  in  Copies 


Prospectus  and  Orders  ( £49 ) 
33b  Sinclair  Gardens, 
London,  W.14. 


Illustrated  is  a  fine  George  III 
Irish  Dish  Ring  in  silver  by 
Lloyd  &  Browne.  Dublin  1796. 

Weight:  1 5  oz. 
Height:  A\  in. 
Diameter:  7  in.  approx. 


Brufords 

EASTBOURNE    &  EXETER 


60-62  Terminus  Road,  Eastbourne 

Telephone  (0323)  25452 

1  Bedford  Street.  Exeter 

Telephone  (0392)  54901 
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Gerard  Seghers 
Panel  74.3  x  59.7  cm. 


Alexis  Simon  Belle 
Canvas  77.1  x  59  cm. 


LA/TON 


Lasson  Gallery 
82-84  Jermyn  Street 
London  SW1  6JD 

Tel.  01-629  6981 


EXHIBITION 

OF 

FINE 

OLD  MASTER 


29  OCTOBER  -  22  NOVEMB 


Including  works  by 

Simon  Vouet 
Andrea  Vaccaro 
Paul  Bril 
Gerard  Seghers 
Pieter  Quast 
Claes  Molenaer 
Anthonie  Palamedes 
Hans  Rottenhammer 


Jan  Peeters 
Egbert  van  Heemsk« 
Joost  Van  Cleeve 
Michele  Rocca 
Abraham  Bloemaert 
Cornelis  Jonson 
Patel 
Etc.,  etc. 


Catalogue  available  £1  ($3) 


An  impression  of  some  of  the  Doris  Lindner  horse  models  from  the  Royal  Worcester  range  of  Limited  Edition  ceramic  sculptures 


THE  FINEST  OF  PORCELAIN  AND  BONE  CHINA 
Cookware  Tableware 
Giftware    Rich  Ornamental  Ware 
and 

LIMITED  EDITIONS  OF 
Ceramic  Sculptures    Bronze  Sculptures    Fine  Art  Prints 


WORCLSM  R  R<»  M  I'(IK(  I  I  \l\  (  OMPAN1  LIMITED.  WORC  ESTER  HOUSE.  6  &  7  M  \\  BOND  STREET.  LONDON.  WIY  OAR,  ENGLAND. 
WORCESTER  ROYAL  PORCELAIN  COMPANY  LIMITED.  ROYAL  PORCELAIN  WORKS.  WORCESTER.  WRI  2NE,  ENGLAND. 
ROYAL  WORCESTER  PORCELAIN  CO  .  INC  .  II  EAST  26TH  ST..  NEW  YORK.  N  Y.  I (10 10.  U.S.A. 


WILDENSTEIN 

PAINTINGS  WATERCOLOURS  DRAWINGS 


RAOUL  DUFY 


Quintette,  c.  1948  Canvas:  38  x  46  cms. 


2nd  -  30th  October 

Weekdays  10  -  5.30  Saturdays  10  -  12.30 

147  NEW  BOND  STREET,  LONDON  Wl 
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Algernon  Asprey  of  Bruton  Street 

in  conjunction  with 

John  Hawkins  of  Sydney 

invite  you  to  their 

Exhibition  of  Fine  Clocks 
by  Thomas  Cole 

at  27  Bruton  Street,  London,  W.l 
11th  to  22nd  November  1975 


34  The  Connoisseur.  October,  iy?5 


Silver  by  Paul  Storr 

v  pair  of  silver  and  glass  Caviar  Coolers,  diameter  10^  ins. 
)ate  George  III,  1810. 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN, 
GOLDSMITHS  <k  CROWN  JEWELLERS, 
GARRARD  4  CO  LTD  .  LONDON 


GARRARD 

The  Crown  Jewellers 


112  REGENT  STREET  '  LONDON  WIA  2JJ  ■  TELEPHONE:  OI-734  7020 


KUNSTHAUS  AM  MUSEUM 


Drususgasse  l-.">, 


CAROLA  VAN  HAM 
D5  COLOGNE  -  GERMANY 

near  Wallraf-Richartz-Museum 


Netherlands 
17th  Century 

Camp  Scene 

Oil  on  panel 
45  x  34  cm. 


Phone  0221/23  81  37 
and  23  75  41 

65th  AUCTION 
15th-18th  October  1975 

on  view:  4th-13th  October  1975 

(except  Sunday) 

ANTIQUE  FURNITURE 
OBJETS  D  ART,  ARMS 
ANTIQUE 
S  L"  R  VE  YIXG-INSTR  U  M  E  X  TS 
ART  NOUVEAU,  ART  DECO 
SCULPTURED.  MINIATURES, 
ICONS 

PAINTINGS  AND  ENGRAVIN(;s 
BY  OLD  AND  MODERN  MASTERS 


66th  AUCTION 

25th  and  26th  November  1975 

on  view:  20th-24th  November  1975 

(except  Sunday) 

NON-EUROPEAN  ART 
ANTIQUE  CERAMICS  AND 
FINE  GLASS,  CARPETS 

Richly  illustrated  Catalogues 
on  request 


S.  MARCHANT  &  Son 


CHINESE  and  JAPANESE  Works  of  Art 


A  RARE  PAIR  OF  CHINESE 
EXPORT  PORCELAIN 
SWEDISH  MARKET 
COVERED  URNS  painted  in 
gilding  and  'rouge-de-fer', 
17^  ins  high,  Ch'ien  Lung 
1736-1795 

The  design  is  taken  from  the  Marieberg 
original.  A  similar  vase  in  the  Espirito 
Santo  Foundation  in  Lisbon  is  illustrated 
by  Michel  Beurdeley  "Porcelain  of  the 
East  India  Companies"  p.118. 


120  KENSINGTON 
CHURCH  STREET, 
LONDON,  W8  4BH. 
CABLE:  MARCHANSON 
LONDON  W8 
TEL:  01-229  5319 
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By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


ANTIQUE  TAPESTRIES  AND 
CARPETS  OF  DISTINCTION 


Member  of  The 
British  Antique  Dealers' 
Association  Ltd. 


An  exceptional  17th  century  ARMENIAN  COUBA 
carpet  on  a  rust  red  ground.  In  excellent  condition. 
Size  10'  10"  x  6' 0"  (3m  30  x  1m  83). 
Ref.  No.  11580 
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Aalbekerweg  49 
Hulsberg  -  Holland 
Tel.  04405-1934 

Telex  56715 


Old 

and  modern 
paintings 


By  appointment  only 


Rob  Noortman  Kunsthandel  BV 


A  Brussels' Biblical  Tapestry 
Mid-sixteenth  century 
Height:  9  feet  3  inches  (2.83  M) 
Width:  10  feet  7  inches  (3.75  M) 


We  in viic  you  to  visit 
New  York's  new  est  mid  most  unique 
Gallery  of  Antique  Oriental  Rui>s  J 
and  Tapestries 


Marvin 


Kagan,  Inc. 

Gallery  of  Antique  Rugs  and  Tapestne 
991  Madison  Ave.  New  York,  N  Y.  1002 
(212)535-9000 

Opposite  the  Parke-Bernet  Galleries. 

We  are  always  interested  in  purchasing 
fine  rugs  and  tapestries. 
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WILLIAM  WALTER  ANTIQUES  LIMITED 


"  v*.V.~e 


Antique  Silver-gilt  Two  Bottle  Ink  Stand 
Date  1  828 
Made  by  J.  E.  Terry  of  London 


LONDON  SILVER  VAULTS    •    CHANCERY  LANE    ■    LONDON    •    VVC2A  1QS 

Telephone  01-242  3248,9    Telegrams  WALTER  STRONGROOMS  London  WC2A  1QS 


JACQUES  - 
CAR  ABA  IX 

(Belgian  School,  l>.  L834) 

Belgian  Marketplace 

Oil  on  panel,  23"  x  29" 

Signed  and  dated: 
J.  Carabain  '63 


Berry-Hill  Galleries 


Cables  BERRYHILL  NEW  YORK 
743  Fifth  Avenue,  New  York,  N.  Y.  10022  .  (212)  753-8130 


FRANK  CARO 
GALLERY 


Pottery  jar  coated  with 
a  crackled  greenish  glaze. 
Han  dynasty 
Height:  14  inches 


■41  EAST  57th  ST.. 
NEW  YORK.  N.  Y.  10022 
(212)  PL  3-2166 
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CHICAGO'S 
AUCTION 

i  >F  THE  YEAR-THE 
lOYLE  COLLECTION 

CTOBER  25,  26, 
(HTH  A6DAT  % 
lllltlTlOA  AT 

HE  >LVAWOAT. 


RE  INVITED  TO  ATTEND) 


■Utti? 


The  Doyle  Mansion  "Court  of  the  Golden  Hands'' 
1355  N.  Astor  Street, on  Chicago's  Gold  Coast 


nee  in  a  while  an  auction  of  antiq- 
eld  somewhere  in  the  world  that 
<?reat  art  with  raritv.  This  is  such 


Mrs.  Collin  M.  Doyle,  are  world 
scientists  and  inventors  of  de- 
l£  icable  to  the  processing  and 

of  antibiotics,  petrochemicals, 
t   mineral  desalinization  and  other 

'it al  to  daily  life. 
I  11  know,  collecting  antiques  re- 
reat  deal  of  time  and  maintenance, 
the  Doyle's  assignment  involves 
i  periods  away  from  home,  they 
i  led  to  sell  their  Mansion,  "Court 
den  Hands,"  the  magnificent 
of  objets  d'art  and  other  rare 
to  be  more  free  to  continue  in  their 
endeavors. 

an  600  of  their  prize  possessions 
rom  several  previous  residences, 
the  Hugh  Hefner  Playboy  Man- 


sion, French  Chateau  at  Lake  Shore  Drive, 
Century  Oaks  Estate  in  Clearwater,  Florida 
and  their  present  home,  will  be  on  display 
for  your  inspection  at  the  Doyle  Mansion 
and  sold  at  public  auction  at  the  Lake 
Shore  Club. 

THE  AUCTION.  The  two  day  auction 

will  be  held  at  the  Lake  Shore  Club.  850 
Lake  Shore  Drive,  Saturday.  October  25 
at  10  a.m.  and  Sunday,  October  20  at 
12  noon.  At  3  p.m.  on  Sunday,  October  26, 

"The  Court  of  the  Golden  I  lands."  which 
includes  the  Doyle  Mansion  and  three  addi- 
tional buildings  surrounding  the  garden  oi 
the  Mansion,  will  be  put  up  at  auction. 

Admission  to  the  auction  is  by  catalogue 
only.  One  catalogue  admits  two.  The 
catalogue  with  photos  and  lull  descriptions 
oi  each  item  to  be  sold  is  available  by  mail 
for  e^7.  or  at  the  door  for  B5. 


THE  EXHIBITION.  We  strongly 
urge  thai  you  plan  to  attend  the  Six  Day 
Exhibition  at  the  Doyle  Mansion.  1355 
N.  Astor  St .,  ( Chicago,  Illinois.  Sunday, 
October  19  through  Friday.  October  24. 
each  day  from  1  1  a.m.  to  5  p.m.  and 
7  p.m.  to  9  p.m. 

Because  oi  the  anticipated  large  attend- 
ance at  the  auction  and  vastness  of  the 
collection,  each  oi  the  more  than  600  items 
will  be  soid  at  the  Lake  Shore  Club  via 
eight  by  eight  foot  lull  screen  color  slide 
photos.  Admission  to  the  Exhibition  is 
83  per  person  or  S5  for  two,  with  all 
proceeds  going  to  WTTW  Channel  11, 


(' 


icago  Public  '!  elevision. 


Fixed  Price  Sale.  Concurrent  with  the 
six  day  exhibition,  there  will  be  a  fixed 
price  sale  of  more  than  1.000  items  in- 
cluding antique  jewelry  and  furs  to  be  sold 
only  during  the  six  day  exhibition  at  the 
Mansii  in. 


C.B.  CHARLES'  GALLERIES 

ESTATE  SPECIALISTS  *  AUCTIONEERS  *  APPRAISERS 
825  WOODWARD  AVENUE,  PONTIAC,  MICHIGAN  48053 


Art  Treasures  from 
the  Doyle  Collection 


K  >  Pans 


Limited  Editions  Club  Book  Collection. 


Victorian  American  long-case  Clock 
in  Oriental  manner,  8'9"  h. 


Antique  Bohemi 
(one  of  a  pair 


Italian  Majolica  Ewer 
(one  of  a  pair).  26"  h. 


■\  1 1 1  IT 

Chinese  jade  Garniture  Clock,  20"  h. 


Antique  English  Bracket  Clock,  23"  h. 


THE  COLLECTION.  An  extraordinary 
collection  of  more  than  600  items  including 
highly  important  antiques  and  collectables. 
More  than  100  pieces  of  Period  Furniture 
and  Decorative  Accessories.  Some  of  the 
feature  highlights  include:  Pair  of  antique 
Venetian  Blackamoors;  Collection  of 
Dorothy  Doughty  Birds  and  a  Boehm  Bird; 
Enormous  antique  Tibetan  carved  wood 
Fireplace;  Outstanding  Chinese  Jade  Clock; 
Pair  of  antique  Chinese  circular  Jade  and 
Teak  Screens. 

Oil  Paintings  of  major  importance; 
7  pc.  Tiffany  Sterling  Tea  Service;  Magnifi- 
cent Dining  Room  Suite;  Antique  Persian 
and  Oriental  Rugs;  Georgian  Silver;  Several 


Chinese  teakwood  Screen  withj 
(one  of  a  pair),  41-1/2" 


Palatial  Chandeliers;  19th  century  French 
Sevres  Vase  and  Pedestal;  Hardstones, 
Jades  and  Ivories:  KPM  Porcelain  Plaques; 
Several  important  Bronzes;  Tiffany  Glass; 
Louis  XV  Versailles  Commode;  Limited 
Editions  Club  Book  Collection.  Actually, 
this  collection  is  a  Treasure  of  rare  objets 
d'art  and  highly  desirable  accessories. 

THE  MANSION.  The  "Court  of  the 
Golden  Hands"  at  1355  Xorth  Astor  Street, 
is  among  the  few  remaining  great  Chicago 


"Kingfisher  and  Autumn  Beech"  i 
by  Dorothy  Doughty,  12"  h. 


Mansions.  At  one  time  it  wasfccui 
the  Goodman  family,  who  doited 
Goodman  Theatre  to  Chicagclt  cc 
a  total  of  four  buildings,  sun  n 
immense  garden  for  the  plea- 
residents. 

The  Mansion  proper  front:- 1 
Street,  protected  by  high,  attrttive 
iron  fencing  and  magnificent  fttes 
doors  for  entry  into  the  housand 
proper.  Succinctly,  the  size  oihe  \ 
has  been  reduced  to  a  highly  vea! 
by  today's  standards. 

It  consists  of  a  marble  forn  len 
with  a  wood  burning  fireplacu; 
stairway  leading  to  a  formal  f  or  c 


Antique  Japanese  Laquered 
Palace  Vase  (one  of  a  pair),  37"  h. 


th  century  Satsuma 
lse  burner.  60"  h. 


Antique  Louis  XVI  Cabinet  Desk,  decorated 
with  more  than  100  enamel  plaques  and 
medallions.  74"  h.  42"  \v. 


"Faneur,"  Bronze  signed 
C.  H.  Levy,  31"  h. 


mm* 


Porcelain  Plaque  with  carved 
gilt  frame,  17"  x  23". 


19th  century 

French  Sevres  Vase,  37"  h 


X)0 


Statuette,  35"  h. 


"The  Two  Bankers,"  oil  on  panel 
by  Marinus  van  Reymerswael,  42"  x  30' 


i,  high  ceilinged,  paneled 
ith  a  huge  fireplace;  magnifi- 
'aneled  library  with  marble 
ning  room  with  fireplace;  a 
y;  and  a  kitchen, 
oms  are  entered  via  enormous, 
tural  wood  double  doors, 
is  wood  panels  when  such 
■;ed  off.  The  second  floor  con- 
naster  bedrooms,  each  with 
ace  and  bath.  The  top  floor 
i  attic/ballroom  with  two 
lall  rooms.  Needless  to  sav, 
is  air  conditioned  and  has 
ive  hanging  and  other  lighting 
ible  to  its  grandeur. 


An  attractive  feature  of  the  Mansion  if 
purchased  separately  from  the  remainder  of 
the  buildings  is  that  there  are  two  income 
apartments  with  entirely  separate  en- 
trances, bringing  in  an  excellent  income 
to  offset  "Mansion  Living." 

The  second  portion  of  the  real  estate, 
which  was  formerly  part  of  the  Mansion  is 
identified  as  1351-53  North  Astor  Street. 
This  portion  of  the  Mansion  has  been  con- 
verted to  seven  luxury  apartments  and  much 
of  their  original  grandeur  has  been  retained. 
Its  entrances  are  into  the  garden  area,  and 
there  are  garden  paths  leading  to  each 
apartment . 

The  third  portion  is  a  building  at  the 


"The  Scalp,"  Bronze  signed 
Frederic  Remington,  22"  h. 


north  end  of  the  garden  identified  as  1349 
North  Astor  Street,  which  is  a  three  story 
apartment  building  with  seven  income 
apartments. 

The  final  building  is  identified  as  1349-A 
North  Astor  Street,  which  is  a  three  bed- 
room Townhouse.  It  has  its  own  entrance 
into  the  garden  and  an  upper  balcony  over- 
looking the  garden. 

All  the  above  units  will  be  sold  as  one 
compound  or  as  four  separate  buildings 
with  entry  and  garden  privileges  from  the 
owner  of  the  Mansion. 


A  MASTERPIECE 


"-  5£ 


iff-' 


The  Jewelry 
Collection 


if 

i 

S 

i 


An  outstanding  collection  of  interesting  and 
unusual  jewelry.  The  major  gem,  amongst  the 
others,  "The  Windsor  Sapphire'1  pictured  herewith, 
is  of  regal  character.  A  100  ct.  (approx.)  brilliant 
deep  blue  natural  color  Burma  Sapphire,  complimented 
by  20  diamonds.  Illustrated  without  the  setting,  it  can  be 
worn  as  a  ring  and  also  as  a  pendant.  A  kite  shaped  diamond 
surrounded  by  eight  baquette  diamonds,  attaches  to  the  mount. 
Also  illustrated  are  a  pair  oi  platinum  diamond  straight  row 
bracelets,  which  may  be  combined  to  form  a  necklace 
supporting  the  Sapphire. 

INFORMATION 

Please  w  rite  to  the  C.B.  (diaries'  Galleries  or  call 
(313)  338-9203  and  ask  for  Doyle  Information. 
Starting  ( Ictober  16th,  please  call  (312)  664-3876. 
Auctioneer  for  the  auction  is  Mr.  C.B.  Charles. 


2: 


'At 


•m 

Mi 


C.B.  CHARLES' 
GALLERIES 

ESTATE  SPECIALISTS  *  AUCTIONEERS 
APPRAISERS 
825  Woodward  Avenue 
Pontiac,  Michigan  48053 


9> 


fa 


BRIAN  KOETSER 
GALLERY 


38  Duke  Street,  St.  James's 
London  SWi 
01-930  6309 


FRANS  SNYDERS.  1579  Antwerp  -  1657 
Canvas.  67  x  57  inches  (170  x  144.6  cms.) 
Coll.  Duke  of  Newcastle. 
Lady  Oaks. 
Exhibited  British  Institute  1851,  No  44 

The  Royal  Academy,  1879,  No.  244 
Literature.  Waagen  Supplement.  1857.  P.  508. 

EXHIBITION  OF 
DUTCH  AND  FLEMISH  PAINTINGS 
Opening  16  October  -  December 

Monday  -  Friday  10.0-5.30  Saturday  10.0-1.0 
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KUNSTVEILINGEN  SOTHEBY- 
MAK  VAN  WAAY  B.V. 

MANAGING  DIRECTOR  J.  P.  GLERUM 

THE  LARGEST  FINE  ART  AUCTIONEERS 
IN  THE  NETHERLANDS 

CATALOGUES  ON  DEMAND 


ROKIN  102  AMSTERDAM,  NETHERLANDS 

TELEPHONE  2462.5 


by  appointment  to 
H.M.  the  Queen  of  the  Netherlands 
and 

H.R.H.  the  Prince  of  the  Netherlands 


Nystad  Antiquairs  Lochem  N.V, 


SINCE  1862 


AMSTERDAM,  ROKIN-86 
Open  Mon-Fri.  10  a.m.-4.30'p.m.  Sat.  by  appt. 
Tel.  020-223830.  Private:  05730-2432 


An  18th  Century  dutch  Delft  blue  and  white 

ewer  and  wash  basin. 

Marked  Hv'H=  Hendriek  van  Hoorn. 
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(oteborgs  Auktionsverk 


:dje  Langgatan  7-9,  S-41303  Gothenburg,  Sweden 
3ne:  031/14  47  39>  245805" 


ction: 


$  idnesday-Friday,  November  I9th-2ist 
P  iview: 

5  aday-Tuesday,  November  1 6th- 1 8th 


talogues  on  request 


UJL  SIGNAC  (1863-1935).  Landscape.  Oil]on"canvas.  33  X47. 
shibited:  Paris,  Galerie  Bernheim-Jeune,  Paul  Signac,  May  1930. 

ie  of  the  most  important  auctions  in  Sweden  this  year  of  old  and  modern  pictures,  antiquities,  silver,  furniture,  oriental 
rpets,  Chinese  ceramics,  jewels,  etc. 
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Francis  Perigal,  London 
Tortoiseshell  veneered  case  with  gilt 
metal  mounts  of  outstanding  quality. 


R.  A.  Lee  R.  T.  Gwynn 

1-9  BRUTON  PLACE,  LONDON,  W.i. 

Tel:  01-629  5600  &  01-499  6266 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


Chamberlain  Worcester  Vase  c.  1815. 
Orange  ground.  Height  10s". 

6,7  &8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 

Plymouth  337952 


(A  PARTNERSHIP) 

Antiques  and  Works  of  Art 


-fib 


Heavy  cast  table  bell  with  ivory  handle,  Reily  & 
Storer,  1834,  5£".  Irish  waiter,  1788,  Dublin,  10.5 
ozs. 

Scottish  thistle  shaped  goblet,  1843,  Edinburgh,  J. 
McKay,  7.5  ozs.  Strainer.  1756,  maker  E.A.,  3  ozs. 
Mote  spoon,  circa  1740,  maker  KD,  (struck  twice). 
Cream,  (or  for  those  on  diets,  sauce  boat),  1750, 
John  Harvey,  3.7  ozs. 

736  Seventeenth  Avenue  Southwest  Calgary, 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 
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STOCKHOLMS  AUKTIONSVERK 


e.  "  i    pieces,  Berlin  i  8th  Century  Sofa,  Fiance  Louis  XVI 


ovember  Norrtullsgatan  6 

ed  Catalogue  Tel:  08/34.0.7.20 


102  33  STOCKHOLM  -  SWEDEN 


METEO 


80  East  11th  Street 
New  York,  N.Y.  10003 
(212)673-3510 

Exporters  to  Europe 


DANIEL  MAROT  set  of  14 
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METEO 

80  East  11th  Street 
New  York,  N.Y.  10003 
(212)673-3510 


Exporters  to  Europe 


St.  Roch. 
Limestone 
French 
32  inches 


HELM 


Loan  Exhibition  of 

GERMAN  BAROQUE  DRAWINGS 

from  the  collections  of  the  Kunstmuseum, 
Diisseldorf,  and  other  Museums  of  the 
Federal  Republic  of  Germany. 


16th  October  -  19th  November,  1975. 

Monday  to  Friday:  10.0  a.m.  -  5.30  p.m. 
Entrance:  30p.    Students:  5p. 


Tel:  01-493  0688 


59,  Jermyn  Street,  St.  James's, 
London,  SW1Y  6LX 


Cables:  Heimgal 
London 


BIGGS 


of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


A  Charles  II  English  marquetry  cabinet  with  green 
stained  ivory  and  other  woods,  on  a  carved  giltwood  stand. 
Height  50"  (128  cm),  width  3(H"  (77  cm),  depth  I6f"  (42  cm). 

Open  Tuesday  to  Saturday.  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


ull  anb  ptar 

Antiques 

406  Linden  Avenue, 
Wilmette,  Illinois  60091. 
Telephone  (312)  256-6626 


A  Russian  glass  vodka 
decanter  with  two  glasses. 

Geometric  design  in 
multi-colored  enamel  with 
inscription  in  Russian. 
Nineteenth  century. 

Catalogue 
available  on 
request. 
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Probably  the  finest  model  of  a  BARN  OWL  in  existance,  modelled  by  Rick  Lewis  of  Hereford  Fine  China. 
Send  for  coloured  photograph  of  this  and  other  fine  pieces,  together  with  interesting  details  of  the  Club  to  Ceramic 
&  Crystal  Collectors  Club  Ltd.,  Colman  House,  15  Station  Road,  Knowle,  Solihull.  West  Midlands  B93  oHL. 


Mr.  R.  L.  Harrington  is  now  an  associate  of  Edwin  H.  Herzflg 
at  4Q  Brook  Street,  London  W.i.  Our  firm  is  interested  in 
purchasing  collections  or  individual  pieces  of  important 
Antique  English  and  French  Furniture,  also  Works  of  Art. 
Photographs  would  be  most  helpful.  The  personal  and  confidential 
attention  of  Mr.  R.  L.  Harrington  will  be  given  to  all 
enquiries.  Immediate  decision  and  payment. 

Telephone:  oi-62g  3460 
Telex:  2614.82 

Cables:  Hertique,  London  W.i. 


H.  S.  WELLBY 


Antique  English  ami  Continental  Silver 


Paintings 


A  set  of  four  fine  quality  silver  candlesticks.  Munich 

c.  1720  by  Joseph  Grossaner 
height  17.5  cm.  (6|  ins.)  weight  1 300  gm.  (42  ozs.) 

16c  Grafton  Street,  London,  Wl 

Telephone:  01-493  1597 


FERDINAND  BOTERO  -  FUSAIN.  ON  CANVAS  1972 

138.5  CM  x  119.5  CM  -LA  CATHEDRALE 
PROVENANCE:  GALERIE  CLAUDE  BERNARD  PARIS 
LITERATURE.  BOTERO  72 

Todd  R.  Brassner 

ONE  FIFTY  CENTRAL  PARK  SOUTH 
NEW  YORK,  N.Y.  10019 
(212)  541-4438 
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By  Appointment 
■Vntiquarifs  of  Chinese  Art 
itr.RLAii  Majesty  Qiti  n  Maky 


By  Appointment 
Antiquaries  of  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointment 
Antiquaries  of  Chinese  Works  of  Art 
to  his  lati  Majesty  mi  King  of  Swkdk> 


JOHN  SIMItkS 


LIMITED 


Cfnnese  Horfes:  of  grt 


Old  Chinese  white  jade  carving  of  the  Monk  Bodhidhama 
crossing  the  Yangtze  on  a  piece  of  tree  bark. 
CHIEN-LUNG  PERIOD:  A.D.  1736-1705. 
Stained  ivory  stand. 
Length  of  jade:  22  cms. 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


"Cupid's  Nest"  Jean  Jacques  Francois  Le  Barbier 

1738-1826 

Canvas  size  -  24"  x  20"  (61  x  51  cm) 
Outside  frame  -  32"  x  28"  (81  x  71cm) 


"In  Toronto" 
Fine  paintings  by 
recorded  artists 


Including  works  by: 

Berne  Bellecour,  F.  M.  Bennett,  F.  A.  Bridgeman,  Arnesly  Brown,  R.A., 
Rosa  Bonheur,  Edgar  Bundy,  A.R.A.,  J.  B.  Burgess,  A.  de  Breanski, 
D.  Y.  Cameron,  Ivan  Choultse,  J.  van  Chelminski,  Vincent  Clare, 
H.  C.  Delpy,  Leon  Victor  Dupre,  Dietz  Edzard,  Suzanne  Eisendieck, 
Rudolph  Ernst,  Frederick  Goodall,  R.A.,  Paul  Grolleron,  Leon 
L.Hermitte,  J.  J.  Henner,  J.  F.  Herring  Jr.,  Joseph  Highmore, 
Bernard  de  Hoog,  W.  Lee  Hankey,  Isaac  Israels,  Charles  Jacque, 
J.  S.  H.  Kever,  W.  Calcott  Knell,  Aston  Knight,  Dame  Laura  Knight, 
Ridgeway  Knight,  Sir  John  Lavery,  R.A.,  B.  W.  Leader,  Franz  von 
Lenbach,  Emile  Levy,  Han  van  Meegeren,  J.  C.  Meissonier,  Franz 
Moormans,  Wm.  J.  Muller,  Sir  Henry  Raeburn,  Allan  Ramsay, 
Antonio  Reyna,  George  Romney,  Lucio  Rossi,  W.  Dendy  Sadler, 
Raphael  Senet,  Wm.  Shayer  Sr.,  Eugene  Verbodckhoven,  Jareslav 
Vesin,  F.  W.  Watts,  J.  H.  Weissenbruch,  Felix  Ziem  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  IV15S  1T8  ,  Canada 

Telephone:  921-3522 
Area  Code:  41  6 


When  in  Montreal 


Visit:  Dominion  Gallery 

)MINIO 
"Uprig 


THE  DOMINION  GALLERY  WITH  Rodin's  "Burgher  of  Calais"  and  Henry  Moore's 
"Upright  Motive"  in  front  of  its  buildings  has  17  rooms  on  4  floors 


Jean  Arp,  1887-1966 
"Saint  de  la  Lisiere", 

1963.  Bronze, 
28i  x  14  x  9  inches. 


SCULPTURES  BY: 

ARCHIPENKO 

MARINI 

**  ARP 

"MATTHEWS 

"BARELIER 

*MINGUZZI 

BUGATTI 

MIRKO 

CESAR 

♦•MOORE 

•CHADWICK 

••NEGRI 

"COUTURIER 

PAOLOZZI 

**ETROG 

REDER 

"FARKAS 

••RODIN 

FAZZINI 

•ROUSSIL 

GARGALLO 

••SCHLEEH 

"GRECO 

•SCHRECK 

HAJEK 

SUZOR-COTE 

•KENNEDY 

"WINANT 

**  MAILLOL 

ZADKINE 

MANZU 

and  others 

PAINTINGS  BY: 

HEEM,  J.  D.  DE 

MOMPER,  F.  DE 

ADRION 

CHAPELAIN- 

HITCHENS 

•MORRICE 

AIZPIRI 

MIDY 

KRIEGHOFF 

NETCHER,  C. 

ANDREWS,  G. 

COURBET,  G. 

LAVERY 

OS.  JAN  VAN 

BEZOMBES 

DAWSON,  M. 

LEPINE 

"OUDOT 

BOMBOIS 

DERAIN 

LE  SIDANER 

"RIOPELLE 

BOSBOOM 

DUFY 

LOISEAU 

ROYBET,  F. 

BOSCH, H. 

•EDZARD 

LUNY,  W. 

SIMON,  T.  F. 

BREANSKI.  DE 

FANTIN-LAT 

"MAHDY 

THARRATS 

BRIANCHON 

FEDERICO 

MANE-KATZ 

UNTERBERGER 

BROWN,  M. 

FOUJITA 

•MANZU 

"VILALLONGA 

BUNDY,  E. 

•* FREIMAN,  L. 

•MARINI 

VICKERS 

CAMERON 

••GALL 

MARCHAND,  A. 

WALTERS,  G.S. 

••CAMPIGLI 

•GOMERY 

MARLOW.  W. 

WAROQUIER 

CARR 

GUILLEMET 

MARTIN-FER 

ZADKINE 

CASSINARI 

HALS  DIRK 

"MATHIEU 

and  400  others 

HARPIGNIES 

MOLENAER,  B. 

"More  than  ten 

works 

•More  than  Sworks 

Great  European  Artists 
18th  and  20th  Century 

Old  Masters 
185  Canadian  Artists 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 

ADA ^5  LARGEST  ART-DEALER  GALLERY 
Sherbrooke  West  Montreal 


we 

will  go 
when  j 
you 

Cdfl  l 


Securicor's  Global 
Courier  Service  is  the 
best  way  to  deliver 
your  precious  documents, 
pictures  and  valuables 
from  door  to  door. 
Securicor  Global  Couriers 
operate  anonymously 
on  an  international  scale 
using  air,  sea  or  land 
transport  on  scheduled 
routes  or  special  charter, 
Consignments  neverleave 
the  hands  of  the  trained 
Securicor  Courier. 


Favourable  insurance  rates 
available  where  required. 


Phone  Securicor 
Global  Couriers  Limited 
at:  01 -352 0755  or 
01-352  0141  for  details. 


Head  Office: 

17  Chelsea  Embankment, 

London,  SW3 
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BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  HIS  LATE  MAJESTY  KING  GUSTAF  VI  OF  SWEDEN 


BLUETT  &  SONS  ltd. 

Oriental  BJorks  of  8rt 


Chinese  pottery  tripod  offering  dish  decorated  in  san-ts'ai  glazes  of  blue,  green  and  ochre  on  a  creamy-white  ground. 

T'ang  dynasty,  circa  8th  century. 
Diameter:  1 1 A  inches. 

Exhibited  at  Los  Angeles  County  Museum  Exhibition  "Arts  of  the  T'ang  Dynasty"  1957,  catalogue  number  208. 


The  tripod  offering  dish  with  flattened  rim  is  a  standard  form  of  Tang  pottery  but  produced  over  a  relatively  short  period  of  time  in 
the  7th  and  8th  centuries  A.D.  The  decoration  is  always  die-stamped  as  opposed  to  a  carved  or  incised  free-hand  design,  but  a  wide 
variety  of  formalized  patterns  emerge  with  the  use  of  differing  combinations  of  colour  in  the  simple  formal  designs. 

Margaret  Medley  suggests  in  "Metalwork  and  Chinese  Ceramics",  Percival  David  Foundation  of  Chinese  Art,  London  1972, 
that  the  origin  of  the  form  can  be  traced  to  Iran  and  cites  metal  examples,  including  a  Chinese  silver  tripod  dish  in  the  Shosoin 
Collection  at  Nara  which  shows  marked  Sasanian  influence.  The  Iranian  tripod  she  cites  from  the  Stroganov  Collection,  although 
apparently  dating  from  the  end  of  the  7th  century  also  shows  Sasanian  elements  in  its  design. 

This  is  just  one  example  of  the  links  between  the  cultures  of  Persia  and  China  in  the  7th  and  8th  centuries  which  seem  to  have 
arisen  after  the  opening  of  diplomatic  relations  between  the  Sui  emperor,  Yang-ti  and  the  Sasanian  Persians  in  the  late  6th  century. 
These  influences  were  to  endure  and  both  civilisations  were  to  benefit  over  the  centuries. 


Member  of  The  British  Antique  Dealers'  Association 


48  Davies  Street,  London  —  wiyild 

Telegrams:  "Chineceram,  London,  W.l"  Telephone:  01-629  40 1-^&#3£7  > 


PALERMO 

ART  FESTIVAL 

11-18  JANUARY  1976 

Promoted  jointly  by 'THE  CONNOISSEUR,  London, 
and  DU  MAGAZINE,  Zurich. 


Festival  Programme 

Sunday, 11  January 

Late  afternoon  arrival  in  Palermo,  for 
se\  en  nights  at  the  Hotel  delle  Palme  or  the 
Hotel  Villa  Igiea.  Registration  and  dinner 
at  the  hotel. 

There  will  be  an  informal  reception  in 
the  evening,  in  the  magnificent  19th  cen- 
tury ballroom  of  the  Villa  Igiea,  which 
must  rank  as  one  of  the  finest  Art  Nouveau 
rooms  in  Europe. 

Monday,  12  January 

Festival  opens.  Official  welcome  in  the 
morning  at  the  ROYAL  PALACE 
(Palazzo  dei  Normanni)  by  the  President 
of  the  Sicilian  Assembly,  followed  by 
lecture  on  the  history  of  Palermo  by  Prof. 
Gaetano  Falzone. 

Special  visit  in  the  afternoon  to  the 
NORMAN  CATHEDRAL  OF  MON- 
REALE,  situated  on  the  slopes  of  Mount 
Caputo,  just  outside  Palermo,  which  was 
founded  by  King  William  II  at  the  begin- 
ning of  the  12th  century.  The  Cathedral  is 
the  most  spectacular  example  of  Sicilian- 
Norman  architecture,  and  the  interior  is 
decorated  with  extremely  beautiful  Byzan- 
tine mosaics  from  the  late  12th  and  early 
13th  century.  The  mediaeval  bronze 
doors  of  the  Cathedral,  with  biblical  scenes 
by  Bonanno  Pisano,  will  also  be  given 
special  attention. 

Included  in  the  visit  will  be  the  ancient 
BENEDICTINE  CLOISTERS,  adjoining 
Monreale  Cathedral,  which  also  date  from 
the  time  of  William  II,  and  are  a  miracle  of 
architecture  and  polychromy,  with  strong 
evidence  of  Islamic  influences. 

Special  exhibition  of  18th  and  1 9th 
century  Sicilian  puppets  and  posters  in  the 
evening,  at  the  ETHNOGRAPHIC 
MUSEUM.  The  exhibition,  specially  de- 
signed to  emphasise  the  skill  of  local 
craftsmen,  will  be  followed  by  a  traditional 
Sicilian  Puppet-Show  in  the  Chinese 
Pavilion,  close  by.  The  pavilion  was  built 
for  King  Ferdinand  III  and  Queen  Marie- 
Caroline  of  Bourbon  in  1799,  and  at  one 
time  was  also  occupied  by  Lord  Nelson 
and  Lady  Hamilton. 

Tuesday,  13  January 

Private  visit  in  the  morning  to  the 
NATIONAL  LIBRARY  in  Palermo,  for  a 
special  exhibition  of  illuminated  manu- 
scripts and  royal  charters  from  the  10th  to 
the  16th  century,  mostly  Greek,  Latin  or 


Please  make  use  of  the 
coupon  on  the  opposite 
page  to  ensure  attendance 
at  the  Palermo  Festival 


Ji 


Palermo:  The  Cathedral 


Palermo:  The  Cuba 


Arabic.  The  exhibition,  mounted  under  the 
personal  supervision  of  Dr.  Anna  Dotto, 
and  augmented  by  items  from  the  Munici- 
pal Library,  will  include  a  10th  century 
Koran,  an  English  Bible  from  the  13th 
century,  as  well  as  the  Four  Gospels  in 
Greek,  reputed  to  have  once  been  the 
property  of  Queen  Constance  of  Aragon. 

A  reception  by  the  Mayor  of  Palermo 
will  follow,  in  the  17th  century  TOWN 
HALL  (Palazzo  delle  Aquile). 


:::r. 


Visit  in  the  afternoon  to  the  PALATI 
CHAPEL  (with  its  Treasury)  and 
apartments  of  King  Roger  II  in  the  Ro> 
Palace,  both  with  splendid  mosaics  froj 
the  Norman  period,  and  to  PALER? 
CATHEDRAL,   built   in    1185   by  tl 
English  Archbishop,  Walter  of  the  Mil 
The  Cathedral  houses  several  royal  toml 
of  great  importance,  including  that  of  tl 
Swabian  Emperor.  Frederick  II. 

Special  performance  in  the  evening  < 
the  18th  century  opera  "The  Two  Baroi 
of  Rocca  Azzurra"  by  Domenic 
Cimarosa,  in  the  Teatro  Massimo.  Built 
the  end  of  the  19th  century  by  the  Sicilia 
architect  Giovanni  Basile,  on  neo-classici 
lines,  the  theatre  is  one  of  the  largest  i 
Europe. 

Wednesday,  14  January- 
Morning  visit  to  the  NATIONAL  GAI| 
LERY  of  SICILY,  which  is  housed  in  till 
extremely  impressive,  late-Gothic  Palazz 
Abatellis.  The  famous  painting  of  th 
"Annunziata"  by  the  15th  century  Sicilia 
artist,  Antonello  da  Messina,  and  the  14tt 
century  marble  bust  of  Eleonor  of  Aragot 
by  Francesco  Laurana,  are  among  some  c 
the  Gallery's  most  important  exhibits. 

There  will  next  be  a  lecture  by  Lon 
Norwich,   on    Norman   architecture  ii 
Sicily,   with   introduction   by  Profess 
Giuseppe  Bellafiore. 

Afternoon    at    leisure,   for  individuc 
sightseeing  or  a  rest. 

Special  concert  in  the  evening  by  th 
Orchestra  of  the  Teatro  Massimo,  in  thjj 
beautiful  Baroque  church  of  the  Santissimi 
Salvatore.  The  programme  will  includ 
music  by  Bellini  and  Pergolesi. 

Thursday,  15  January 

Private  visit  in  the  morning  to  the  MUNI 
C1PAL  LIBRARY,  in  the  former  Jesui 
convent  of  the  Casa  Professa,  for  a  specie, 
exhibition  of  old  Sicilian  coins,  predomin 
antly  from  the  Islamic,  Norman  am 
Swabian  periods.  The  exhibition  is  bein; 
mounted  under  the  personal  supervision  aj 
Dr.  Francesco  Sapio-Vitrano,  the  distin 
guished  numismatist,  and  will  includ 
many  gold  specimens  of  extreme  rarity 
from  public  as  well  as  private  collection 
in  Palermo. 

It  will  also  be  possible  to  have  a  look  a: 
the  Norman  church  of  the  M  ARTORANA 
close  by,  with  some  of  the  most  beautifu 
Byzantine  mosaics  in  Palermo.  It  is  some 
times  referred  to  as  the  church  of  "S.  Mark 
delF  Ammiraglio",  having  been  erected  ii 


sc 
Bin 


)  by  George  of  Antioch,  Admiral  of  the 
t  to  King  Roger  II. 

rivate  visit  in  the  afternoon  to  the 
TIONAL  ARCHAEOLOGICAL 
SEUM,  one  of  the  most  important  in 
I  ope,  for  lecture  by  Prof.  Vincenzo  Tusa 
I  .he  excavations  at  Selinunte,  the  Greek 
>ny  on  the  southern  coast  of  Sicily, 
1  ch  rose  to  the  height  of  its  power  in  the 
century  B.C.  The  lecture  will  be  fol- 
ed  by  a  close  inspection  of  the  world- 
j  ous  collection  of  metopes  from  Selin- 
I  j,  on  the  ground  floor  of  the  museum, 
that  of  the  equally  important  Greek 
imics  on  the  second  floor,  also  mainly 
■   ti  Selinunte. 
)fficial  reception  in  the  evening  at 
I  LAZZO  GANGI,  one  of  the  most 
I  utiful     late-Baroque     buildings  in 
|  ermo. 

lay,  16  January 

lole  day  excursion  to  the  archaeological 
I  s  of  SEGESTA  and  SELINUNTE,  to 
west  and  south-west  of  Palermo, 

ering  a  total,  distance,  fortthe  day,  of 

ne  250  kilometres.  The  route  will  cross 

ne  of  the  most  picturesque  scenery  in 
i  ily,  where  the  beauty  of  the  coastline 
|  i  of  the  gently  undulating  countryside 

ms  a  suitable  setting  for  the  majestic 

nains  of  a  Classical  age. 
1  GESTA,   an   essentially  independent 

ilian  city  which  flourished  in  the  5th  and 
;  i  centuries  B.C.,  and  only  appears  to 

ve  come  under  Hellenic  influence  around 
!  it  time,  is  particularly  well-known  for  its 

ignificent  and  perfectly  preserved  Greek 

mple,  that  stands  completely  isolated  on 

ullside.  It  is  generally  accepted  as  one  of 
'  ;  most  perfect  examples  of  Doric  archi- 

:ture  in  the  entire  Magna  Graecia.  At  a 
i  ort  distance  from  the  temple,  on  the 
:  mmit  of  Mount  Barbaro,  it  will  also  be 

issible  to  admire  the  ruins  of  the  Greek 
teatre,  with  breathtakingly  beautiful 
;ws  over  the  surrounding  countryside  and 
e  Gulf  of  Castellammare  in  the  distance. 

The  impressive  ruins  of  SELINUNTE, 
i  the  other  hand,  with  a  large  Acropolis 
id  several  reconstructed  temples  of  great 
agnitude,  offer  the  best  possible  insight 
to  the  life  of  one  of  the  major  Greek 
ties  of  the  5th  century  B.C.  The  highly 
i  ocative  character  of  the  site  is  greatly 
ihanced  by  its  remoteness,  as  well  as  the 
:auty  of  the  location  it  occupies  overlook- 
g  the  Mediterranean,  on  the  southern 
>ast  of  Sicily.  The  colony  was  first 
;stroyed  by  the  Carthaginians  in  409  B.C., 
.  the  instigation  of  its  traditional  enemy, 
;gesta,  and  later  suffered  extensive  dam- 
je  from  an  earthquake  and  ensuing  tidal 
ave,  which  are  supposed  to  have  taken 
lace  during  the  Byzantine  epoque. 
vening  at  leisure  in  Palermo. 

aturday,  17  January 

/hole  day  excursion  into  the  awe-inspir- 
ig  mountains  of  Central  Sicily,  for  visit  to 
le  remains  of  the  ROMAN  VILLA  AT 
1AZZA  ARMERINA,  at  a  distance  of 
ome  225  kilometres  from  Palermo.  The 
ilia,  which  was  first  properly  excavated 
etween  1950  and  1960,  offers  an  unprece- 
ented  display  of  beautiful  mosaics,  and  by 


virtue  of  its  special  significance,  to  say 
nothing  of  its  size  and  obvious  luxury,  is 
considered  by  several  historians  to  have 
been  built  for  the  Roman  Emperor, 
Maximian,  at  the  beginning  of  the  4th 
century.  It  is  thus  often  referred  to  as  the 
Imperial  Villa. 

On  the  return  journey  to  Palermo,  in  the 
afternoon,  brief  stops  will  be  made  at 
ENNA,  the  mediaeval  stronghold  of 
Emperor  Frederick  II,  which  is  perched  on 
the  top  of  a  mountain,  over  490  metres 
above    sea-level,    and    the  NORMAN 


Palermo:  S.  Giovanni  Degli  Eremiti 


Monreale:  The  Cathedral 

CATHEDRAL  AT  CEFALU,  on  Sicily's 
northern  coast.  The  Cathedral,  which  will 
be  approached  by  the  coastal  road  from 
Himera,  was  founded  by  King  Roger  II 
in  1131.  Tt  is  famous  for  its  wonderful 
Byzantine  mosaics,  and  in  particular  the 
impressive  figure  of  Christ  the  Pantocrator, 
on  the  vault  of  the  apse,  which  for  sheer 
beauty  and  sensitivity  surpasses  most  other 
works  of  its  kind. 

Special  farewell  performance  in  the 
evening  of  the  opera  "Falstaff"  by  Verdi, 
at  the  Teatro  Massimo. 

Sunday,  18  January 

Depart  Palermo  in  the  morning. 


PALERMO 
ART  FESTIVAL 

11-18  JANUARY  1976 


To :  The  Connoisseur 
Chestergate  House 
Vauxhall  Bridge  Road 
London  SW1V  1HF 

Name  


Address 


Telephone 


Please  forward  copy  of  your  complete 
Festival  Programme  and 
provisionally  reserve 

 Double  rooms 

 Single  rooms 

in  Palermo  for  the  duration  of  the 
Festival  in  question,  at  the  following: 


□ 
□ 


Hotel  delle  Palme,  First  Class 
(From  £189  or  U.S.  $432  per  person) 


Hotel  Villa  Igiea,  Luxury  Class* 
(£250  or  U.S.  $600  per  person) 


Details  also  required  of 

special  travel  arrangements  from : 


□ 
□ 


LONDON 

(through  Serenissima  Travel) 


U.S.A. 

(through  Inverness  Travel, 
New  York) 


Additional  Comments 


L 


*  Double  rooms  only. 


AUTHENTICITY  TESTING 

FOR  MUSEUMS  AND 
COLLECTORS 


BRADDOCK  SERVICES  is  a  full  service  scientific 
laboratory  devoted  exclusively  to  the  examination  of  works 
of  art  and  antiquities.  We  are  involved  in  technical 
studies  for  authenticity,  age,  origin,  conservation, 
restoration,  documentation,  and  research.  Our 
professional  experience  and  laboratory  facilities  are  equal 
to  those  found  at  only  a  few  of  the  largest  museums. 

In  addition  to  general  laboratory  support,  our 
special  capabilities  include:  infrared,  ultraviolet,  and 
microscopic  photograpy,  TL  "dating"  of  ceramics, 
non-destructive  chemical  analysis  by  x-ray  spectrometry 
x-ray  radiography,  technical  liason  for  isotope  dating, 
neutron  activation,  and  other  special  methods. 

We  invite  your  inquiries  on  any  technical  matter. 


BRADDOCK  SERVICES  INCORPORATED 


15250  NEW  HAMPSHIRE  AVE., 
SILVER  SPRING,  MD.  20904,  U.S.A. 


Telephone:  (301)  384-1128 
(In  the  Baltimore-Washington  area) 


Write  for  our  brochure 


RASH  GALLERY 

PAINTINGS  •  OLD  ■  NEW  ■  ART  RESTORATIONS 
31014  Coast  Blvd.,  South  Laguna,  Calif.  92677 
APPRAISALS  714-499-2834 


THOMAS  HILL  Circa.  1886 
"Yoseinitc  Valley"  Size  36"  x  54" 

R.  Duty,  "Bull  Fight"  w.c.  19"  x  24"  1934. 
"Abraham  Lincoln"  oil  head  i860,  16"  x  13' 
M.  Zorncs  w.c,  R.  E.  Wood  w.c.  1974. 
"Happy  Musicians".  Dutch,  oil,  17  Cent. 
Fred  M.  Rash,  oils,  w.c,  20th  Cent. 
Nicolai  I  e<  bin,  oils,  Portrait  Dwgs., 
Prints. 

16*  x  44",  deta 
TENSHO 


■v 


mm 


l,-"Up  the  Rapids",  1898,  by  E 


Partnership 
in  Style 

EdgarWbod  &J  Henry  Sellers 

The  work  of  two  Manchester  architects  — 
buildings,  furniture,  decoration, 
between  1880  and  1940 


City  Art  Gallery 

Mosley  Street,  Manchester 

16  October  —  16  November  1975 


60   The  Connoisseur,  October  1975 


GALERIE  KOLLER 

800 1  Zurich    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 


Kees  van  Dongen.  «Ouled-NAiL»,  1909. 
Ol  auf  Lwd.,  signiert.  5  5  X46. 
Provenienz:  Galerie  Kahnweiler,  Paris,  Nr.  289. 


AUKTIONEN  OKTOBER/NOVEMBER  1975 


GALERIE  KOLLER 

8001  Zurich    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 


IMPORTANT  SALES 
BY  AUCTION 

November  7th  through  18th  1975. 

Preview  Octobre  23  rd  to  November  5  th  daily  from  10  a.m.  to 
10p.m.  On  Sundays  from  10.30  a.m.  to  10  p.m.  On  Wednesday, 
November  5  th,  last  day  of  exhibition,  from  10  a.m.  to  6  p.m. 


Property  from  the  chateau  de  Penthes  (Geneva)  with 
French  18th  century  furniture,  jades,  silver,  including  a 
travelling  set,  engraved  with  the  arms  of  the  Duke  de  Beaure- 
paire-Casrries. 

the  greppin  collection.  Over  300  highly  important  scientific 
instruments. 

Large  illustrated  catalogue  upon  request.  Sw.Fr.  3  5 .-. 
By  Airmail  to  Addresses  Overseas  Sw.Fr.  60.-. 
Special  catalogue  for  the  Greppin  Collection  in  French,  English 
and  German  available  Sw.Fr.  1 5.-. 


We  are  selling  by  auction : 

Important  paintings  of  the  16th  to  the  20th  century  (I 
Derain,  Van  Dongen,  Marquet,  Monet,  Picasso,  Pis 
Rouault,  Sisley,  Ltrillo,  Ylaminck). 
Dutch  masters  of  the  17th  century  and  a  large  collect 

SWISS  MASTERS. 

Outstanding  french  furniture,  17th  and  1 8th  century, 
pieces  signed. 

De  luxe  bracket  clocks  and  cartels.  Clocks  of  the  i* 

the  19th  century. 

Rugs  and  carpets,  tapestries. 

Important  collection  of  modern  graphic  art  (Dali,  Chji 

Derain,  Max  Ernst,  Feininger,  Hodler,  Kandinsky,  Lolll 

Le  Corbusier,  Lhote,  Macke,  Munch,  Nicholson,  Pial 

Poliakoff,  Rohlfs  etc.). 

European  porcelain  and  pottery. 

Important  jewels,  silver  collection. 

Highly  important  collection  of  oriental  art  (special  ■ 

logue  available). 

Tibetian  sculpture,  Thankas  and  ritual  objects.  Indian  a 
sculpture,  wooden  reliefs,  bronzes  and  miniatures. 
Thankas,  jades,  netsukes,  snuffbottles,  lacquer  vl 
ivories,  tsubas. 

Early  ceramics,  Ming  and  Ch'ing  porcelain. 


Frans  Francken  d.J.  (1581  Antwerpen  1642) 
Ol  auf  Eichenholz,  signiert  und  datiert  1636.  92x123  cm. 
Gutachten  Dr.  \Y.  Bernt.  Provenienz :  Sammlung  Earl  of  Amherst. 


JlLERIE  roller 

Ii.urich   Ramistrasse  8  Tel.  01/47  5040  Telex  58500 

IDEUTENDE 
IJKTIONEN 

|!  .  bis  18.  November  1975 

■KSICHTIGUNG 

;  Ahvom  23.  Oktober  bis  5.  November,  durchgehend  von 
:|  22  Uhr. 

loch,  5.  November,  letzter  Ausstellungstag,  von  10  bis 
I  r- 

[  ag,  26.  Oktober  und  2.  November,  von  10.30  bis  22  Uhr. 

k  ^IVENTAR    DES   CHATEAU    DE   PENTHES  (PrEGNY-GeNF) 

L  ter  franzosisches  Mobiliar,  teils  signiert,  Sammler-  und 
I  ilber  wie  die  Reisekassette  mit  den  Wappen  der  Herzoge 
t  epaire-Castries,  bedeutende  Tappisserien,  Uhren,  Jade- 
1  \tion  etc. 

J 1  lung  Greppin,  iiber  300,  teils  seltenste  wissenschaft- 
:  nstrumente  sowie  das  gesamte  Inventar. 

V     iLASS    DES    ZURCHER    AnTIQUARS    ReINHARD  KELLER, 

1  il  mit  wichtigen  schweizerischen  Kunstgegenstanden. 
I  [lung  Manukian,  2.  Teil  mit  iiber  1 50  alten  und  antiken 
1  ichen. 

•  chiedene  Kollektionen  von  Gemalden  alter  und 
I  rner  Meistern. 

4  ser  illustrierter  Katalog  auf  Bestellung. 
\  DM  35.-;  Ubersee  SFr.  60.-. 

i  alkatalog  fur  die  Greppin-Sammlung  in  Franzosisch, 

I  isch  und  Deutsch  SFr.  1 5.-. 

II  /ersteigern : 

I  utende  Gemalde  des  16.  bis  20.  Jh.,  darunter:  Degas, 
!3j  in,  Dix,  van  Dongen,  Marquet,  Picasso,  Pissarro,  Rouault, 
).'  f,  Utrillo,  Vlaminck. 

I  ter  des  17.  Jh.  wie:  van  Asch,  Asselyn,  Cuyp,  Claesz, 
^1  Eertvelt,  Frans  Francken  d.J.,  Jan  Fyt,  Griffier,  C.  de 
f-  n,  Lingelbach,  de  Meyer,  Molenaer,  Nagel,  Vinckboons, 
P  an  Vries  u.a. 


Edvard  Munch.  «Auf  der  Brucke».  Lithographie,  191 2. 
Signiert  und  auf  1  numeriert.  Schiefler  380. 
Mit  der  Bestatigung  des  Munch-Museums  Oslo. 


Sowie  Schwei/er  Mi'isiFR  wie:  Amiet,  Buchet,  Calame, 
Castan,  Diday,  Gubler,  Koller,  Kundig,  Liithy,  Steffan,  Vallet 
u.a. 

1  k  rvorragendes,  teils  signiertes  Franzosisches  Mobiliar  des 
1 7.  und  1  8.  Jh. 

Burgerliches  Mobiliar  des  18.  Jh.,  Spiegel,  Bronzen. 
Prunkpendulen  und  Cartels  sowie  Uhren-  und  Taschen- 
uhren  des  16.  bis  19.  Jh. 

Umfangreiche  Helvetica-Sammlung,  Jugendstil. 
Teppiche  und  Wandteppiche. 

Wichtige   Kollektion   moderner   Grafik   (Dali,  Chagall, 
Derain,  Max  Ernst,  Feininger,  Hodler,  Kandinsky,  Kollwitz, 
Le  Corbusier,  Lhote,  Macke,  Munch,  Nicholson,  Picasso, 
Poliakoff,  Rohlfs  sowie  viele  Schweizer  Kiinstler). 
Europaische  Porzellane  und  Fayencen. 
Juwelen,  Dosen,  Miniaturen,  Antikes-  und  Gebrauchs- 

SlLBER. 

Bedeutende  Asiatica-Kollektion  (separater  Katalog  auf 
Bestellung). 

Tibetica:  Plastiken,  Thankas  und  Ritualobjekte.  Indische 

Steinplastiken,  Holzreliefs,  Bronzen,  Miniaturen. 

Jade,  Netsukes,  Snuffbottles,  Lackarbeiten,  Elfenbein, 

Tsubas. 

Fruhe  Keramik,  Ming  und  Ch'ing  Porzellan. 

Sowie  viele  weitere  Antiquitaten  und  Objekte,  die  wir  un- 

limitiert  dem  Meistbietenden  zuschlagen. 


Wassily  Kandinsky.  «Geteilt».  Aquarell,  1928 
Unten  links  monogrammiert  VK  und  28  datiert. 
Riickseitig  bezeichnet  und  mit  der  Werknummer  271 
versehen. 

Ausstellung:  Kunsthalle  Bern,  1937,  Nr.  72. 


GALERIE  KOLLER 

8001  Zurich    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 


Maurice  Utrillo.  «Chateau  de  Montriblond  a  Saint- Andre-de-Corcy»,  1927. 
Ol  auf  Lwd.,  links  unten  signiert  und  datiert.  60x81  cm. 
Ruckscitig  beschriftet,  signiert  und  datiert  Juillet/Aout  1927. 
Literatur:  Paul  Petrides,  Bd.  II,  Nr.  1 185. 


Camille  Pissarro.  «Les  peupliers,  matin,  Eragny»,  1893. 
Ol  auf  Lwd.,  signiert  und  datiert  (18)  93.  54x65  cm. 
Ausstellung:  Durand-Ruel,  Marz  1894,  Nr.  24. 
Literatur:  L.  Venturi,  Paris  1939,  Nr.  845,  Abb.  Tafel  172. 


AUKTIONEN  OKTOBER/NOVEMBER  i 


GALERIE  KOLLER 

8001  Zurich    Ramistrasse  8    Tel.  01/47  50 40    Telex  58300 


Gekronter  Buddha. 
Westtibet.  14./15.  Jh.  Hohe  27,5  cm. 


Yetsun-Sachen,  der  Begriinder  der  Sakya-Schule. 
Bronze,  Westtibet,  16.  )h. 
Mit  Inschrift.  Hohe  42,5  cm. 


Der  Mahasidha  Virupa.  Vajradhara.  Tibet,  15.  |h.  Hohe  23,5  cm. 

Tibet,  1 5 .  Jh.  Hohe  14  cm. 
Auswahl  der  Tibetica-Kollektion  mit  200  Bronzen,  Thankas  und  Ritualobjekten. 


AUKTIONEN  OKTOBER/NOVEMBER  i 


VoGELKAFIGUHR,  Louis  XVI, 

Paris  und  La  Chaux  de  Fonds. 


Gueridon,  Transition,  Paris  um  1770 
mit  Doppelsignatur  des  Herstellers 
I.  P.  Dusautoy  und 
des  Handlers  N.  Lannuier. 


2  Beispiele  der  Teppich-Sammlung  Manukian  von  uber  150  Kaukasiern. 


GALERIE  KOLLER 

too i  Zurich    Ramistrasse  8    Tel. 01/47  5040    Telex  58500 


Hochster-Figuren  des  18.  Jh.  als  Beispiele  unserer  reichhaltigen  Keramikauktion. 


**** , 


oiler  Reiseservice,  Paris,  Anfang  19.  Jh.,  Meistermarke  Francois-Dominique  Xaudin.  Vermeil,  Empireausformunj 
Koffer  Mahagoni,  ornamental  eingelegt.  Auf  alien  Objekten  W'appen  der  Herzoge  Beaurepaire-Castries. 

Total  97  Teile,  zus.  10820  g. 


AUKTIONEN  OKTOBER/NOVEMBER  1975 


1  Paar  Kabinettschranke,  Florenz,um  1600, 
mit  Hinterglasmalerei  belegte  Fronten. 


GALERIE  KOLLER 

8001  Zurich    Ramistrasse  8 
Tel.  01/47  50 40    Telex  58500 


IMPORTANTES  VENTES 
AUX  ENCHERES 

du  7  au  18  novembre  1975 

Exposition  du  23  octobre  au  5  novembre,  tous  les  jours  de 
10.00  a  22.00  heures.  Mercredi,  5  novembre,  dernier  jour  de 
l'exposition,  de  10.00  a  18.00  heures. 

Partie  de  l'inventaire  du  chateau  de  Penthes  (Geneve- 
Pregny),  comprenant  tableaux  anciens  et  modernes,  mobilier 
frangais  en  partie  signe,  tres  belle  argenterie,  tapisseries,  jades, 
etc. 

Collection  Greppin:  tres  importante  collection  d'instru- 
ments  scientifiques  comprenant  plus  de  300  pieces. 
Partie  de  la  succession  d'un  antiquaire  zurichois. 
Collection  Manukian,  2e partie,  plus  de  1 5  o  tapis  du  Caucase, 
la  plupart  anciens. 

Et  un  GRAND  NOMBRE  DE  COLLECTIONS  SUISSES  ET  ETRANGERES. 

Grand  catalogue  illustre  sur  demande.  SFr.  35.-.  Outre- 
mer  SFr.  60.-. 

Catalogue  detaille  pour  la  collection  Greppin  en  francais, 
anglais  et  allemand  SFr.  1 5.-. 


La  vente  contiendra : 


Importants  tableaux  de  maitres  du  i6e  au  2oe  siecle  (»< 
Derain,  Van  Dongen,  Marquet,  Monet,  Picasso,  P^a: 
Rouault,  Sisley,  Utrillo,  Vlaminck). 
Tres  beaux  tableaux  de  1'ecole  hollandaise  du  i7e&i 
Grande  collection  de  tableaux  de  maitres  suisses 
Calame,  Castan,  Didav,  Gubler,  Roller,  Kiindig, 
Steffan,  Vallet  etc.). 

Rare  mobilier  francais  du  i7e  et  i8e  siecle,  en  partie 
pille.  Meubles  bourgeois  du  1 8e  siecle. 

PENDULES  et   CARTELS  DE  LUXE,  HORLOGES  et  MONT 

poche  du  i6e  au  i9e  siecle. 
Nombreuses  gravures  suisses. 
Tapis  de  collection,  tapisseries. 
Collection  de  gravures  modernes  (Dali,  Chagall, 
Max  Ernst,  Feininger,  Hodler,  Kandinskv,  Kollwitz, 
busier,  Lhote,  Macke,  Munch,  Nicholson,  Picasso,  Po 
Rohlfs  etc.). 

PORCELAINES  et  FAIENCES  EUROPEENNES. 
ARGENTERIE,  JOAILLERIE,  BOITES  EN  OR,  MINIATURES. 

Importante  collection  d'ART  oriental  (catalogue  spe 
demande). 

Sculptures,  Thankas  et  objets  rituels  provenant  du 
Sculptures  en  pierre,  reliefs  en  bois,  bronzes  et  miniju 
provenant  de  l'lnde. 

JADES,  NETSUKES,  SNUFFBOTTLES,  LAQUES  DU  JAPON,  IV(,R 

TSUBAS. 

CERAMIQUES  ANCIENNES,  PORCELAINES  DES  EPOQL  ES  MlG 
Ts'lNG. 

Ainsi  que  beaucoup  d'autres  objets  que  nous  mettrons  en  er 
sans  prix  de  reserve. 


f]  \\  Boldixt.  «Femme  nue  allongee». 
Ol  auf  Lwd.,  hnks  unten  und  riickseitig 
auf  Chassis  sieniert.  73,5x65,5  cm. 


G  A  I,  ERIE  ROLLER 


8001  Zurich    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 


PORTANTI 
XDITE  ALL'ASTA 
AXTICHITA 


00  al  18  novembre  1975 


■FORMATIVE 

omo  a  partire  dal  2  3  ottobre  al  5  novembre,  ininterrotta- 
dalle  ore  10.00  fino  alle  ore  22.00. 

ledi,  5  novembre  -  ultimo  giorno  d'esposizione  -  dalle 
I  dc  fino  alle  ore  18.00. 

■  CARIO  PARZIALE  DEL  CA5TELLO  DI  PENTHES  (GiNEVRA), 

■  :  mobika  francese,  in  parte  firmata,  raccolta  di  argenteria 

■  d,  tranne  il  cassettone  da  viaggio  con  le  armi  del  Duca  di 
k  ?paire-Castries,  di  Aucoc,  arazzi  importanti,  orologi,  ecc. 

■  ooke  Greppln,  piu  di  300  in  parte  rarissimi  istrumenti 

■  6ci  e  1'inventario  completo. 

I  re:  Collezione  Manuklan,  piu  di  150  tappeti  antichi. 

I  COLLEZIONI  di  DIPLNTI  DI  MAESTRI  .ANTICHI  E  MODERNI. 
I  OE  CATALOGO  ILLUSTRATO  SU  ORDINAZIONE. 

I  )M  ;  < .-;  Oltremare  SFr.  60.-. 


\'erranno  messi  all'asta: 

Importaxti  pitture  del  i6=  al  200  secolo,  tranne:  Degas, 
Derain,  Dix,van  Dongen,  Marquet,  Picasso,  Pissarro,  Rouault, 
Sislev,  Ltrillo,  Vlarninck. 

Maestri  del  17°  secolo:  van  Asch,  Asselyn,  Cuvp,  Claesz, 
van  Eert\Telt,  Frans  Francken  il  Minore,  Jan  Fyt,  GrifFier, 
C.  de  Heem,  Lingelbach,  de  Meyer,  Molenaer,  Nagel,  Vinck- 
boons,  R.  van  Vries  ed  altri. 

Maestri  svizzeri:  Amiet,  Buchet,  Calame,  Castan,  Diday, 
Gubler,  Roller,  Kiindig,  Liithy,  Steffan,  Vallet  ed  altri. 
Straordensaria  mobilia  francese,  in  parte  firmata,  del  170  e 
del  18"  secolo.  Mobilia  rustica  del  i8c  secolo. 

LUSSUOSI  OROLOGI  A  PENDOLO  E  CARTELS  e  OROLOGI  da  taSCa 

del  16°  al  i9c  secolo. 
Tappeti  e  arazzi. 

Import.ante  collezione  di  Gr.\fici  Moderni  (Dali,  Chagall, 
Derain,  Max  Ernst,  Feininger,  Hodler,  Kandinsky,  Kollwitz, 
Le  Corbusier,  Lhote,  Macke,  Munch,  Nicholson,  Picasso, 
Poliakoff,  RohEs  e  tanti  artisti  svizzeri.) 

PORCELLAJNE  EUROPEE  e  MAIOLICHE  DI  FaENZA. 

Gioielli,  argenteria  antica  e  rustica. 

Importante  raccolta  di  oggetti  asiatici  (Catalogo  separato 
su  domanda) 

Bronze  e  sculture  dall'India,  daU'Asia  del  est  e  dalle  regioni 
del  Himalaya. 

Th.ankas,  oggetti  di  GI ADA, netsuk.es,  snuffbottles,  lavori 

DI  LACCA,  AVORIO,  TSUBAS. 

Ceramica  asiatica,  porcellane  Ming  e  Ch'ing. 


Max  Gubler.  «Baida»,  1924. 
Ol  auf  Lwd.,  signiert.  80 x  100  cm. 


Einige  wissenschaftliche  Instrumente  aus  den  iiber  300  Objekten  der  Sammlung  Greppin. 


Detailed  catalogue  for  the  Greppin  Collection  in  French,  English  and  German  available. 
Catalogue  detaille  pour  la  Collection  Greppin  en  francais,  anglais  et  allemand. 
Ausfuhrlicher  Spezialkatalog  fur  die  Greppin-Sammlung  in  Franzosisch,  Englisch  und  Deutsch  erhaltlich. 
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PLAZZOTTA 


'Jetee'  1975  Bronze 


3rd  October  to  25th  October  1975 


MARJORIE  PARR  GALLERY 
285  Kings  Road,  Chelsea,  London  S.W.3.  Telephone  01-352  0768 
Open  all  day  Saturday.  Closed  Monday 

Fully  illustrated  catalogue  available  on  request  £1 


ARTHUR  BRETT 
&  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd 
ESTABLISHED  1870 


42  SAINT  GILES, 
NORWICH  NOR  16E,  ENGLAND 
Telephone:  0603  28171 

Saturday  by  appointment 


Three  fine  German  silver  drinking  vessels 

Offered  by 

Ijouflp  of  Sterna 

13035  Ventura  Blvd.,  Studio  City,  Calif.  91604  •  (213)981-7432 
SPECIALIST  IN  ANTIQUE  DRINKING  VESSELS 
WE  BUY  SINGLE  OR  ENTIRE  COLLECTIONS 

Jim  Dougherty,  Proprietor 


Attention: 

COLLECTORS  and  DEALERS 


Protect  and  enhance  the  beauty  of  your 
valuable  art  treasures!  Treasure  Showcases 
of  clear  lucite  on  rich  ebony  lucite  bases 
accentuate  the  value;  protect  from  dust  and 
careless  handling. 

Our  specialty:  stock  and  custom-made  sizes 
to  your  requirements.  If  possible  send  dimen- 
sions of  object  —  length,  width  and  height  — 
for  immediate  quotation. 
We  furnish  vitrines  to  better  porcelain  people, 
to  the  quality/prestige  stores  and  many 
museums.  Your  complete  satisfaction  is 
assured.  Write  for  brochure,  information: 

WARD-WHITEHILL:  12102  Woodland  Ave., 
Cleveland,  OH  44120     (216)  721-4444 


AVAILABLE 
IN  USA  ONLY 
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Christie's 


Monday,  October  13th 


Fine  Chinese  Export  Porcelain  and  Works  of  Art 

The  Properties  of  The  Hon.  Mrs.  A.  Bromley-Martin  and  others. 


Famille  rose  ox-head  tureen, 
Ch'ien  Lung.  14^  in.  (36.8  cm.) 
high  and  wide. 


Export  tureen,  modelled  as 
a  seated  goose,  Ch'ien  Lung, 
15I  in.  (39.9cm.)  high  by 
I2|  in.  (32.3cm.)  wide. 


Catalogue  ( 19  plates,  including  2  in  colour),  available  from  our 
London  Office,  price  Sop.  post  paid,  or  from  our  New  York  Office 
$2.50  postpaid. 

All  sales  subject  to  the  conditions  printed  in  the 
catalogues. 


Christie's 


Friday,  October  24I1/ 


Fine  Victorian  Pictures 

The  Properties  of 

The  late  Dennis  Smetham,  Esq. 

The  Trustees  of  the  Chatsworth 

Settlement 
The  Executors  of  the  late 

E.  O.  Crosse,  Esq. 
and  others. 


Child  with  a  sketch  book, 
by  Sir  Edwin  Landseer,  R.A.. 
on  board,  iof  in.  by  8|  in. 
(27.2  cm.  by  22.1  cm.). 


The  Last  Roses, 

by  Sir  Lawrence  Alma-Tadema,  O.M.,  R.A., 

signed  and  dated  '72,  on  panel, 

17+  in.  by  14^  in.  (44.4  cm.  by  36.8  cm.). 


Catalogue  ( 34  illustrations; ,  available  from  our  London  Office, 
price  £1.30  post  paid,  or  from  our  Nea  York  Office, 
price  S4.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the 
catalogues. 


Christie's 


Friday,  October  31st 


me  Pictures  by  Old  Masters 

e  Properties  of  The  Earl  of  Guilford,  The  Marquess  of  Hamilton,  Lord  Hastings, 
rd  Mowbray,  Segrave  and  Stourton,  Sir  Terence  Rattigan,  C.B.E.  The  late  Harriet 
Curtis  of  Boston,  Mass.,  The  Dean  and  Chapter  of  St.  Paul's  Cathedral,  The 
ustees  of  the  Chatsworth  Settlement  and  others. 


Woody  Italianate  landscape, 
by  Balthasar  Paul  Ommeganck, 
signed  and  dated  1801, 
on  panel,  27  in.  by  362  in. 
(68.6  cm.  by  92.7  cm.). 


The  Rape  of  Danae, 
by  Benedetto  Gennari, 
6i|  in.  by  81^  in. 
(156. 1  cm.  by  206.9  cm 


Ualoguc  (46  plates),  available  from  our  London  Office,  price  £1. So  post  paid,  or  from  our  New  York  Office,  price  S  5. 00  post  paid. 
1  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's  in  Geneva 

At  The  Hotel  Richemond    Thursday  November 


at  10  a.m.,  3  p.m.  and  8>. 


Magnificent  Jewellery 


Superb  emerald  and  diamond  necklace,  late  19th  century,  with  a  pair  of  matching  ear-clips. 
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1 

✓. 


hristie's  in  Geneva 


[  The  Hotel  Richemond 


Thursday,  November  13th 
at  10  a.m.,  3  p.m.  and  8  p.m. 


CP  « 


Emerald  and  diamond  pendant,  set  with  rectangular-cut 
emerald  engraved  with  the  portrait  of 
Catherine  the  Great,  signed  Jaeger,  (enlarged). 
Given  by  Catherine  the  Great  to  Count  Orloff. 


ical  tiara,  set  with  spinels  and  diamonds, 
"a  parure  also  comprising  a  comb  and 
ce,  c.  1800. 


ited  catalogue  available  from  our  London  Office,  price  £j  .00  post  paid,  or  from  our  New  York  Office,  price  $17.30  post  paid. 
les  subject  to  the  conditions  printed  in  the  catalogues. 

ipresentatives  in  America: 

ork:  Perry  T.  Rathbone,  Christopher  Burge,  David  Hall,  Stephen  Massey 

idison  Avenue,  New  York,  N.Y.  10021.  Tel:  (212)  744  4017.  Telex:  New  York  620721.  Cables:  Chriswoods.  N.Y. 

Ang  Street  St  James's  London  swiY  6QT 

rams :  Christian  London  SWi    Telephone:  (01)  839  9060    Telex:  916429 


Phillips 

The  Auction  People 


Sale  of  Fine  Paintings  through  the  Centuries:  Monday,  October  20th,  at  2  p.m. 


Illustrated  catalogue  "70p.  by  post. 


Jan  van  der  Cappelle:  Royal  barge  with 
other  vessels  by  the  Royal  yacht;  signed, 
oil  on  panel;  76  cm.  x  107  cm. 


Edward  Lear:  Philae;  signed  and  dated 
1855,  oil  on  canvas;  91  cm.  x  148  cm. 


William  Shaver  Snr.:  A  tinker  family: 
signed  on  panel;  45  cm.  x  61  cm. 


BUY  &  SELL  SIMPLY  AT  PHILLIPS:  10%  VENDOR'S  COMMISSION, 

NO  BUYER'S  PREMIUM. 

7  Blenheim  Street,  New  Bond  Street,  London,  VV1Y  OAS.  Telephone:  01-629  6602  Also  at  Edinburgh, 

Knowle  in  West  Midlands,  Dublin  &  Geneva. 

Members  of  the  Society  of  Fine  Art  Auctioneers 


BARTHOLOMEW 

Edinburgh  and  London 


cbiNese 

CeRAMlCS 

WRR.NEAVE-HILL 


CHINESE  CERAMICS  W.B.R.Neave-Hill 

An  authoratitive  and  beautifully  illustrated  account 
of  the  development  of  ceramics  in  China,  ranging 
from  the  neolithic  pottery  of  2000b.c  to  the  richly 
enamelled  porcelain  of  the  eighteenth  and  nine  - 
teenth  centuries.  £6.75 
295  X210mm,  160pp:  128  half-tones,  16pp  colour,  10  maps 
ISBN  0  7028  1021  5     PUBLICATION:  17  SEPTEMBER 


Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


Rare  ENGLISH  Charles  I  Embroidered  Picture  of 
Judgement  of  Solomon,  the  king  beneath  a 

yellow  canopy,  on  an  interesting  'trellis'- 
patterned  carpet  which  has  four  lions  on  it. 
The  figures  dressed  partly  in  contemporary  and 
partly  'Roman'  costume;  with  flower-heads, 

insects  and  animals,  and  the  background 
scattered  with  sequins.  Gilt  and  ebony  frame 
1 '  x  1 '  9"  (30  x  53).  Inscribed  at  back:  bought  at 
Mrs.  Thursby's  sale  1721. 

38  Jermyn  Street,  St.  James's 

London  S.W.I.       Telephone:  01-629  4195 
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Certified  by  the  Waterloo  Committee:  A  significant  new  limited  edition 
of  250  historic  pieces  in  hand-painted  fine  bone  china 


ie  Library  of  Imperial  History  is  proud  to 
inounce  the  introduction  of  a  rare  and 
Juable  new  limited  edition,  commemorating 
te  of  the  most  spectacular  incidents  in  the 
ng  and  terrible  battle  of  Waterloo:  The 
pture  by  Sergeant  Charles  Ewart  of  the 
ench  Eagle.  Created  by  the  brilliant  artist 
ichael  Sutty,  the  complex  tableau  is  a 
amatic  example  of  an  exceptional  talent 
rich  has  already  earned  him  the  acclaim  of 
nnoisseurs  throughout  the  world.  Produced 
hand-painted  fine  bone  china,  embellished 
th  real  gold  and  solid  silver,  the  piece  is 
ailable  in  a  strictly  limited  edition,  restricted 
only  250  examples  worldwide. 

The  edition  must  stand  already  among 
e  very  finest  examples  of  hand-sculpted 
rcelain  -  traditionally  accepted  as  an  art 
rm  with  especial  investment  potential. 

The  rich  glowing  colours,  the  remarkable 
sture  of  the  figures,  combine  in  Mr.  Sutty's 
>rk  to  produce  an  effect  described  by  one 
itic  as  "breathtaking". 


Sergeant  Ewart,  of  the  Second  Dragoons 
(Scots  Greys),  took  part  in  the  historic  charge 
of  the  British  cavalry  brigades  which  swept 
away  two  French  divisions  at  the  outset  of 
the  battle.  His  own  regiment  through  the 
gallantry  of  Sergeant  Ewart  won  the  distinc- 
tion of  capturing  the  Eagle  of  the  French 
45th  Regiment. 

Each  piece,  measuring  ten  inches  high  by 
ten  inches  wide,  takes  a  week  to  produce,  and 
involves  more  than  ten  separate  processes.  The 
tableau  is  mounted  on  an  oval  hand-made 
mahogany  base  with  a  concealed  drawer  con- 
taining the  certificate  of  authenticity,  signed 
by  the  Duke  of  Wellington  on  behalf  of  the 
Waterloo  Committee  -  co-sponsors  with  the 
Library  of  Imperial  History  of  the  edition. 

The  capture  of  the  French  Eagle  by 
Sergeant  Ewart  is  a  particularly  attractive 
investment  opportunity.  Intending  applicants, 
therefore,  are  urged  to  complete  registration 
promptly.  In  no  circumstances  can  the  edition 
be  repeated  or  increased  in  number. 


■Advance  Application  Form-----! 


THE  WATERLOO  TABLEAU 

To  the 

Library  of  Imperial  History 
44-45  Museum  Street 
London  WC1  \^r9. 
Telephone  01-242  3931 

Please  register  my  application  for  the  Waterloo 
Tableau,  created  in  porcelain  by  Michael  Sutty, 
showing  Sergeant  Charles  Ewart  wresting  the 
Eagle  of  the  French  45th  Regiment  at  the  Battle 
of  Waterloo,  in  an  edition  of  250  only.  I  under- 
stand my  cheque  will  be  returned  forthwith  if 
the  edition  is  already  fully  subscribed. 

My  cheque  for  £640,  including  VAT  at  25%  and 
delivery  charges,  is  enclosed  in  full  payment. 

NAME  


I 


ADDRESS . 


GILTWOOD  CONSOLE  TABLE 
IN  THE  ROCOCO  TASTE  BEING  OF  SMALL  SIZE. 
FIRST  QUARTER  OF  THE  18th  CENTURY 
gilt  decoration  original 
the  top  of  breccia  rouge  marble. 
Height  30i"    Width  32J"    Depth  20 " 
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Group  of  18th  Century  Ivory  Miniatures 
mounted  on  board  and  framed. 
Provenance:  Collection  of  the  Duke  of  Newcastle. 
S1350.00 


Antiques  By 

Barbara  N.  Cohen 

Always  the  Unusual  &  the  Elegant 

13  East  Park  Road 
Pitts  ford,  New  York  14334  U.S.A. 

Telephone  ( 716)  586  .  4744 
(Outside  Rochester) 


Antique  Silver 

HARRY 

\  Sheffield  Plate 

CHERNACK 1 
LTD. 

Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  • 

PHONE  031-225  3038 

15th— 19th  Century 

Russian 

Icons 

Mark  Gallery 
9  Porchester  PI  Marble  Arch  W2 
01-262  4906 

Mon-Fri  10-1,  2-6,  Sat  10-1 

VIRGIN  from  THE  DEI  SIS 
Russian  icon  -  Moscow  School 
16th  Century 

Sotheby  &  Co  A.G.  Zurich 

iS  Blcichcrwcg,  8022  Zurich 
Telephone:  (1)  25001 1     Telegrams:  Abinitio,  Zurich    Telex:  52380 


Announce  a  series  of  major  sales  at  the  BAUR  AU  LAC  HOTEL,  Zurich 

Telephone:  (1)  231650     Telex:  53567 


Wednesday,  5th  November,  1975,  at  09.30 

HIGHLY  IMPORTANT 
HEBREW  AND  SAMARITAN  MANUSCRIPTS 

from  the  Collection  formed  by  the  late  David  Solomon  Sassoon 
to  be  followed  at  approximately  10.15  by 

CONTINENTAL  AND  RUSSIAN 
AUTOGRAPH  LETTERS  AND  MANUSCRIPTS 


Thursday,  6th  November,  1975 
First  Session  (Lots  1-200)  at  14.30 
Second  Session  (Lots  201-325)  at  17.45 
and 

Friday,  7th  November,  1975 
Third  Session  (Lots  326-490)  at  09.30 

HIGHLY  IMPORTANT  JEWELS 


Fridav,  7th  November,  1975,  at  14.30 


IMPORTANT  GOLD  BOXES 
AND  OBJECTS  OF  VERTU 


Sotheby  &  Co  A.G.  Zurich 

i 8  Bleicherweg,  8022  Zurich 

Telephone:  (1)  250011       Telegrams:  Abinitio,  Zurich      Telex:  52380 

Thursday,  6th  November,  at  14.30  and  17.45  and  the  following  day  at  09.30 


HIGHLY  IMPORTANT  JEWELS 

To  be  sold  at  the  BAUR  AU  LAC  HOTEL,  Zurich 

Telephone:  (411)  231650     Telex:  53567 


Lot  320.  A  clip  in  sapphires,  rubies,  emeralds  and  diamonds,  centre  sapphire  about  20.55  carats 

Lot  321.  A  sapphire  (about  70  carats)  and  diamond  (about  17.5  carats)  bracelet 

Lot  322.  A  Cabochon  sapphire  (about  go  carats)  and  diamond  (about  21  carats)  brooch,  by  Van  CleeJ  and  Arpels 


Sotheby  &  Co  A.G.  Zurich 

i<S  Bleicherweg,  S022  Zurich 

Telephone:  (1)  250011      Telegrams:  Abinitio,  Zurich      Telex:  52380 
Friday,  7th  November,  [975,  at  14.30 

A  COLLECTION  OF 
FINE  GOLD  BOXES  AND  OBJECTS  OF  VERTU 

the  property  of  a  gentleman 

To  be  sold  at  the  BAUR  AU  LAC  HOTEL,  Zurich 

Telephone:  (010  41  1)  23  16  50  TV/ex: 5 3  567 


A  German  gold-mounted  bloodstone  snuff  box,  a  765,  7.5  cm.  wide 
AJohann-Christian  Neuber gold  and  hardstone  snuff  box,  mounted  with  a  Meissen  plaque,  c  1770,  6.5  cm.  wide 
A  German  rock  crystal  sintfj  box  with  painted  lacquer  decoration  in  the  manner  qfHeinrici,  c.1760,  7  cm.  wide 


Sotheby  Parke  Bernet.  wsangeles 

;66o  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937  5130    Telegrams:  Abinitio,  Los  Angeles    Telex:  Los  Angeles  6*771 

announce  a  week  of  important  sales  from 
Sunday,  16th  November  to  Thursday,  20th  November 


Sunday,  16th  November,  at  I  pm 

FINE 

NINETEENTH  AND  TWENTIETH 
CENTURY  PRINTS 

including  prints  by  Benton,  Braque,  Chagall,  Ernst, 
Fcininger,  Foujita,  Giacometti,  Hockney,  Kandinsky, 
Klee,  Kollwitz,  Matisse,  Miro,  Moore,  Picasso,  Rouault, 
Toulouse-Lautrec,  Vlannnck,  Whistler  and  others 


Tsugouharu  Foujita, 
Young  Girl  with  Sleeping  Kitten, 
drypoint,  1927,  signed  in  pencil  and 
numbered  84/100,  14  by  17I  inches 


i  ■■■  IMP 


A  rare  Kashan  Coronation  rug  made  to 
commemorate  the  coronation  of 
Reza  Shah  the  Great  (colour) 


Monday,  17th  November,  at  10.30  am 

BOOKS,  AUTOGRAPHS  AND  MANUSCRIPT 

Fine  books  including  Saw  Bible;  Hoover,  De  Re  Metallica;  Johnston,  Travels 

Through  Part  of  the  Russian  Empire  . . .;  Ackermann,  Microcosm  of  London. 
First  Editions  including  O'Neill,  Jeffers,  Shaw,  N.  West,  T.  Wolfe,  A.  Huxle 
Orwell,  Clemens  and  Howells.  Autographs  including  Washington,  Jefferson, 

Revere,  Hancock,  Hamilton,  Burr,  Monroe,  Lincoln,  Grant,  Lee,  Davis, 
Sheridan,  Sherman,  Whitman,  Hemingway  and  Cruikshank.  Illustrated  boo1 

including  Rowlandson,  Rackham  (signed),  Picasso,  Pyle,  Remington, 
Braque  (signed),  Chagall,  Dali  (signed),  Vertes  (signed),  C.  H.  Christy  original 
drawing,  J.  M.  Flagg  original  drawing.  Fine  bindings.  Manuscripts, 
Zane  Grey,  A.  C.  Doyle 

Monday,  17th  November,  at  2  pm 

IMPORTANT  RUGS, 
CARPETS  AND  TAPESTRIES 

including  a  rare  Royal  Kashan  rug  made  for  the  coronation  of  H.I. M.  Reza  Sh 
the  Great  in  1926;  a  Tehran  portrait  rug,  c.  1927,  a  fine  antique  eagle  Kazak, 
a  perepedil  rug,  a  Kuba  rug,  an  antique  Shirvan  runner  and  a  large  collection  o 

other  Caucasian  rugs  and  carpets.  Persian  carpets  including  large  Sarouks, 
antique  and  semi-antique  Tabriz  and  Kashan.  Important  Turkish  rugs  includin 
a  late  18th  century  Bergamo,  Kulas,  a  Sivas  prayer  rug  and  others.  Silk  rugs 
including  a  nine  Mirab  Turkish  Saph,  Kayserie.  Tapestries  including  17th  and 
1 8th  century  Flemish  Verdures,  Renaissance  Brussels  mythological  tapestries. 
A  collection  of  textiles  including  Bokharas  and  velvets 


Monday,  17th  November,  at  8  pm 

FURNITURE  AND  DECORATIONS 


including  a  collection  of  fine  1 8th  century  English,  French  and  Continental  furniture 


Sotheby  Parke  Bernet.  losangeles 

7660  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937  5130    Telegrams:  Abinitio,  Los  Angeles    Telex:  Los  Angeles  677120 


Tuesday,  1 8th  November,  at  2  pm 

NINETEENTH  AND  TWENTIETH  CENTURY 

WORKS  OF  ART 

eluding  a  large  collection  of  signed  Tiffany  floor  and  table  lamps,  art  glass  including  Galle,  Daum, 
Schneider  and  others.  Art  Nouveau  furniture  including  a  dining  suite  in  the  manner  of  Majorellc 


Tuesday,  1 8th  November,  at  8  pm 

MODERN  PAINTINGS 

including  works  by  Foujita,  Fricsz,  Hambourg,  Grau-Sala,  Laurencin,  Lorjou, 
Lebasque,  Luce,  Maillol,  Montoya,  Noycr,  Venard  and  Zuniga 


A  signed  Tiffany  Summer  peony 

leaded  glass  and  bronze  table 
lamp,  height  or  base  28.]-  inches, 
diameter  of  shade  22  inches 


Wednesday,  19th  November,  at  8  pm 

EUROPEAN  PAINTINGS 

including  works  by  Achcnbach,  Dawson,  Coccorante,  Frere,  Gaubeault, 
Haguette,  Kuwasseg,  Lessi,  Minor,  Monticelli,  Quitton, 
Semcnowsky  and  Van  der  Haagen 


Montague  Dawson, 
Hndsons  Half  Moon, 
signed,  24  by  36  inches 


Thursday,  20th  November,  at  2  pm 

SILVER 


including  a  pair  of  two-handled  cups  and  covers  by  Anthony  Nelmc,  London,  1705, 

a  two-handled  cup  and  cover  by  David  Willaume,  London,  1708,  a  tankard, 
R.T.  between  two  etoiles,  London,  1696,  a  coffee  pot  by  John  Wilme,  Dublin,  c.  1745, 
a  six-branch  cpergne  by  Matthew  Boulton,  London,  1781,  a  pair  of  wine  glass  coolers  by 
Benjamin  Smith,  London,  1807,  a  soup  tureen  and  cover  by  Win.  Hany  and  James  Scott, 
Dublin,  1 8 12,  a  set  of  twenty-four  meat  plates  by  Robert  Cox,  London,  1781,  a  set  of 
twenty-four  soup  plates  by  Wm.  Sumner,  London,  1806,  a  fine  claret  jug  by 
Robert  Hcnnell,  London,  1836,  two  matching  pairs  of  17th  century  Dutch  altar 
candlesticks,  master  of  the  Cypher,  Haarlem,  c.  1675-6 


Thursday,  20th  November,  at  8  pm 


One  of  a  pair  of  cups  and  covers 
by  Anthony  Nelme,  London,  170s 


FINE  RUSSIAN  WORKS  OF  ART  AND  JEWELLERY 

including  enamels  by  Carl  Fabergc  and  other  workmasters  and  icons,  bronzes  and  glass 
On  view  from  Saturday,  8th  November  to  Saturday,  15th  November,  noon  to  5  pm 

Catalogue  $8  (Sio  by  mail) 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  980  Madison  Avenue,  New  York,  N.Y.  10021,  Sotheby  Parke  Bernet  Inc.,  232  Clarendon  Street, 
Boston,  Mass.  021 16,  Sotheby  Parke  Bernet  Inc.,  3196  Gallcria  Post  Oak,  5015  Westheimer  Road,  Houston,  Texas  77027  and  Sotheby  Parke  Bernet  &  Co.. 

34-35  New  Bond  Street,  London  WiA  2AA 


at  the  Mandarin  Hotel,  Hong  Kong 

IMPORTANT  JEWELS 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  4311    Telegrams:  Gavel,  London    Telex:  London  24454 

Tuesday,  nth  November,  at  n  am 


FINE  VICTORIAN  PAINTINGS,  DRAWINGS  AND  WATERCOLOURS 


i  * 

m 

mi 


William  Bell  Scott,  The  Meeting  of  Rebecca  and  Isaac, 
heightened  with  white,  signed,  6  by  84  inches 


Henry  Ryland,  Spring, 
one  of  a  set  of  four, 
all  signed,  each 
26  by  io\  inches 


Selwyn  Image,  Designs  for  Stained  Glass  Windows, 
Juliana  Horatia  Ewing's  'Brownies',  Soham  House,  Newmarket, 
four  in  one  frame,  black  and  red  chalk  and  ink, 
each  3 1 1  by  9  J  inches 


Sir  Edward  Coley 
Burne-Jones,  Bt.,  A.R.A., 
Knight  for  the  Briar  Rose, 
black  and  blue  chalk 
14 -J-  by  84  inches 


John  Byam  Liston  Shaw,  Nov:  is  the  Pilgrim  Year  Fair 
Autumn's  Charge,  signed,  33 i  by  47  inches 
Exhibited:  Royal  Academy  1904,  No.  441 


Dante  Gabriel  Rossetti,  A  Sketch  for  the  Blessed 
Damozel,  pencil  and  red  chalk,  9  by  1 1  inches. 
Exhibited :  Leicester  Galleries,  Victorian 
Romantics  1949,  No.  32 


- 

V 

'*■  Sr  ■  :  s 

Sk  • 

''a 

John  Faed,  R.S.A.,  The  Expulsion 
of  Adam  and  Eve  from  the  Garden 
of  Eden,  signed,  35  A  by  274  inches 


William  Etty,  R.  A.,  The  Persian, 
on  board,  1 1  by  9  inches 


Tohn  Dawson  Watson,  Poison  Gup,  gouache,  signed  with  initial 
and  dated  1869;  25  by  37  inches 
Exhibited :  Vienna  1872 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

announce  a  major  series  of  sales  to  be  held  on 
Wednesday,  22nd  October  and  following  two  days 

On  view  from  Friday,  17th  October 


Wednesday,  22nd  October,  at  2  pm 

IMPORTANT  NINETEENTH  AND  TWENTIETH  CENTURY 
PAINTINGS,  DRAWINGS,  WATERCOLOURS 
AND  SCULPTURE 

including  works  by  Calder,  Chagall,  Duburfet,  Raoul  Dufy,  Giaometti,  Van  Gogh,  Grosz, 
Kandinsky,  Klee,  Toulouse-Lautrec,  Lcger,  Magritte,  Marini,  Miro,  Moore,  Nolde,  Picasso, 
Diego  Rivera.  Rouault,  Tchelitchew,  Utrillo  and  Vlaminck 


Sale  no.  3796A 


Catalogue  $7  by  mail  (includes  sale  no.  3796B) 


Wednesday,  22nd  October,  at  8  pm 

IMPORTANT  IMPRESSIONIST  AND  MODERN 
PAINTINGS  AND  SCULPTURE 

the  property  of  the  Solomon  R.  Guggenheim  Foundation,  sold  by  order  of  the  Trustees, 
the  Estate  of  the  late  Sol  Hurok,  Mrs.  Jeanctte  Markus,  Chicago,  the  Estate  of 
Thomas  Fowler,  Milbank,  New  York,  from  the  Collection  of  the  late 
Gcraldinc  Rockefeller  Dodge,  sold  by  order  of  Fidelity  Union  Trust  Company,  Executors 

and  St.  Hubert's  Giralda,  Inc.,  Legatee,  and  other  owners,  including  works  by  Arp, 
Bonnard,  Bombois,  Boudin,  Brauner,  Calder,  Dali,  Degas,  Van  Dongcn,  Dubuffet,  Dufy, 
Max  Ernst,  Gorky,  Kandinsky,  Klee,  Lcger,  Laurcncin,  Laurens,  Lehmbruck,  Manzu, 

Marini,  Masson,  Matta,  Miro,  Moholy-Nagy, 
Mondrian,  Monet,  Moore,  Pascin,  Picasso,  Renoir, 
Rodin,  Rouault,  Scligmann,  Utrillo  and  Vlaminck 


Sale  no.  3797 


Catalogue  Sio  by  mail 


4 


Auguste  Rodin,  Atidrienx  if  Andres, 
signed  and  inscribed  Alexis  Rndier  Fondeur 
Paris,  also  stamped  A.  Rodin,  bronze, 
dark  brown  patina,  1 8 i  inches  high, 
one  from  a  group  of  twenty-six  Rodin 
bronzes,  including  The  Burghers  of  Calais, 
from  the  Collection  of  the  late 
Geraldinc  Rockefeller  Dodge 


Thursday,  23rd  October,  at  2  pm 

MODERN  PAINTINGS,  DRAWINGS 
AND  SCULPTURE 

including  works  by  Archipenko,  Bombois,  Caillebotte,  Dc  Chirico,  Degas,  Jean  Duty, 
Epstein,  Lhotc,  Luce,  Maillol,  Manguin,  Marini,  Matta,  Rivera,  Rodin,  Scligmann, 
Tamayo,  Valtat,  Villon  and  Zuniga 


Sale  no.  3796B 


Included  111  catalogue  no.  3 796 A 


Victor  Brauner,  Outil  Spirititel  HI, 
signed  and  dated  II  1959,  oil  on  canvas, 
39i  by  31 J  inches 


Thursday,  23rd  October,  at  8  pm,  and  Friday, 
24th  October,  at  ro.15  am 


IMPORTANT 
CONTEMPORARY  AND  MODERN  ART 

including  works  by  Albcrs,  Avery,  Botero,  Calder,  Gottlieb,  Hofmann,  Kline,  De  Kooning, 
Lindner,  Louis,  Noland,  Olitski,  Rauschcnberg,  Stella,  Tapics  and  Vasarely 


Sale  no.  3798 


Catalogue  Sio  by  mail 


Piet  Mondrian,  Composition  in  a  square, 
signed  and  dated  '22,  oil  on  canvas, 
21  by  21  J  inches 

Order  catalogues  by  sale  number  with  cheque  enclosed 
Tickets  for  the  main  saleroom  on  a  specified  evening  available  upon  written  request  to  the  Special  Sales  Department 
Catalogues  available  from  Sotheby  Parke  Bernet,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi  A  2AA,  and  from  our  representatives  abroad 


Sotheby  Parke  Bernet  newyork 

)8o  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Saturday,  25th  October,  at  10. 1 5  am  and  2  pm 


FINE 

CHINESE  CERAMICS 
AND 
WORKS  OF  ART 


property  from  the  Collection  of 
Jay  C.  Lcff,  Uniontown,  Pennsylvania, 
the  Estate  of  Chite  S.  Lee,  Detroit,  Michigan, 
and  other  owners 


A  fine  Imperial  carved  copper-red  Mei  P'ing,  Yung  Cheng  mark 
and  period,  1 1  inches  high 


On  view  from  Saturday,  1 8th  October 


A  fine  moulded  three-colour  glazed  pottery  dish,  Liao  Dynasty, 
9!  inches  diameter 


Two  views  of  a  rare  calcified  celadon  jade  human  figure  Slung  I  )\  n.ist\ , 
1 .',  inches  hieh 


An  early  Ming  bluc-and-white  porcelain  fruit  bowl,  Hsiian  Tc  mark  and 
period,  12  inches  diameter 


Illustrated  catalogue  $6.50  domestic  mail  ($8  overseas  mail).  Order  catalogue  by  sale  no.  3799  with  cheque  enclosed 
Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Buenos  Aires,  Edinburgh,  Florence,  Houston,  (ohanncsburg. 
Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  dc  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.  Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 


Wednesday,  29th  October,  at  2  pm 

BRONZES 

by  Antoine-Louis  Barye 

Part  III:  from  the  Collection  of  the  late  Geraldine  Rockefeller  Dodge  (sold  by  order  of  Fidelity  Union  Trust  Company, 

Executor,  and  St.  Hubert's  Giralda,  Inc.,  Legatee) 


A  selection  of  animalier  and  other  bronzes 
Illustrated  catalogue  $6  domestic  mail  ($8  overseas  mail).  Order  catalogue  by  sale  no.  3800  with  cheque  enclosed 

On  view  from  Friday,  24th  October 
Thursday,  30th  October,  at  2  pm 

THE  MARION  RISEMAN  COLLECTION  OF  TIFFANY  GLASS 


A  selection  of "Tiffany  glass 

On  view  from  Saturday,  25  th  October 

Illustrated  catalogue  S5  domestic  mail  (S7  overseas  mail).  Order  catalogue  by  sale  no.  3801  with  cheque  enclosed 
Catalogues  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Buenos  Aires,  Edinburgh,  Florence,  Houston,  Johannesburg,; 
Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 


Sotheby  Parke  Bernet.  newyork 

)8o  Madison  Avenue,  New  York,  N.Y.  1002 1    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Friday,  3  1st  October,  at  2  pm 


IMPORTANT 

NINETEENTH  AND  TWENTIETH  CENTURY  AMERICAN 

PAINTINGS  AND  BRONZES 


Part  IV:  from  the  Collection  of  the  late  Geraldine  Rockefeller  Dodge  (sold  by  order  of  Fidelity  Union  Trust  Company, 

Executor,  and  St.  Hubert's  Giralda,  Inc.,  Legatee) 


including  works  by  Albert  Bierstadt,  Gutzon  Borglum, 
Cyrus  E.  Dallin,  Daniel  Chester  French, 
Edward  Lamson  Henry,  Charles  H.  Humphriss,  Carl  Kauba, 
Charles  Bird  King,  Henry  A.  Mac  Neill,  Rembrandt  Pealc, 
A.  Phimister  Proctor,  Charles  M.  Russell, 
Charles  M.  Rungius,  Henry  Merwin  Schrady, 
Augustus  St.  Gaudcns,  Adolph  Weinman  and  other  artists 


On  view  from  Saturday,  25th  October 


Henry  Merwin  Schrady,  Elk  Buffalo,  signed  H.  M.  Schrady,  also  inscribed 
Copyright  1900  Theodore  B.  Starr,  bronze,  dark  patina,  23  inches  high 


Eastman  Johnson,  Boy  Eating  Apple,  signed  E.  Johnson  and  dated  1 876, 
oil  on  board,  20  by  12  inches 


Illustrated  catalogue  $6  domestic  mail  ($7  overseas  mail)  Order  catalogue  by  sale  no.  3802  with  cheque  enclosed 
Catalogue  available  about  four  weeks  preceding  sale  date 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
4-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Buenos  Aires,  Edinburgh,  Florence,  Houston,  Johannesburg, 
Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 


93 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Tuesday,  18th  November  and  following  day,  at  10.15  am  and  2  pm 


A  highly  important  Nepalese  gilt-bronze  of  Avalokitesvara,  c.  ioth  century,  i6i  inches  high 

On  view  from  Friday,  14th  November 
Illustrated  catalogue  $7  domestic  mail  ($8  overseas  mail).  Order  catalogue  by  sale  no.  3809  with  cheque  enclosed. 
Catalogue  available  about  four  weeks  preceding  sale  date. 
Catalogue  available  from  Sotheby  Parke  Bcmet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Buenos  Aires,  Edinburgh,  Florence,  Houston 
Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco.  Munich,  Paris,  Rio  de  Janeiro,  Tehran,  Toronto  and  Zurich 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 
Tuesday,  1 8th  November  and  following  day,  at  10.15  am  and  2  pm 


JAPANESE,  KOREAN,  TIBETAN, 
NEPALESE,  INDIAN  AND  SOUTH-EAST  ASIAN 

WORKS  OF  ART 

the  property  of  Jay  C.  Leff,  Uniontown,  Pennsylvania,  Jeffrey  Paley,  New  York, 

and  other  owners 

including  a  fine  series  of  Indian,  Tibetan,  Nepalcse,  Javanese,  and  South-East  Asian  bronzes, 
Indian  stone  sculpture,  South-East  Asian  and  Korean  gold,  Japanese  swords  and  fittings,  netsuke,  inro 
and  various  Japanese  works  of  art  including  a  large  Heian  wood  figure 


A  pair  of  Indian  bronzes  of  Siva  and  Parvati,  late  1  ith  century,  2if  and  17^  inches  high 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Saturday,  1st  November,  at  10.15  am  and  2  pm 


IMPORTANT  FRENCH  AND  CONTINENTAL  FURNITURE 

AND  DECORATIVE  ARTS 

including  a  pair  of  Louis  XVI  ormolu-mounted  consoles,  signed  J.  H.  Ricscncr,  a  Louis  XVI  secretaire  a  abattant, 
signed  P.  H.  Mewesen,  a  Louis  XV/XVI  table  a  ecrire,  signed  I.  P.  Dusautoy,  a  pair  of  Louis  XVI  ormolu-mounted 
encoignures,  signed  F.  Reizcll,  an  Italian  ormolu-mounted  tortoise-shell  and  rosewood  bureau  bookcase,  a  Louis  XVI 
gueridon,  signed  G.  Iacob  and  a  Louis  XVI  ormolu-mounted  mahogany  commode  a  vantaux,  attributed  to  Adam  Wcisweile 

On  view  from  Saturday,  25th  October 


A  Louis  XIV  marquetry  bureau  mazarin,  second  half  17th  century, 
2  feet  8. J  inches  high  by  3  feet  8J  inches  wide 


One  of  a  pair  of  Louis  XVI  ormolu-mounted 

mahogany  consoles,  signed  J.  H.  Ricscncr, 
last  quarter  18th  century,  3  feet  2  inches  high 
by  2  feet  3  J  inches  wide 


A  Louis  XVI  ormolu-mounted  marquetry 
secretaire  a  abattant,  attributed  to 
Pierre  Antoine  Foullct,  third  quarter  1 8th  century, 
4  feet  io.i  inches  high  by  3  feet  5  inches  wide 


A  Louis  XVI  ormolu-mounted  thuya,  amboyna  and  mahogany  cabinet, 
attributed  to  Adam  Weisweiler,  last  quarter  1 8th  century,  3  feet  I  inch  high 
by  5  feet  j  k  inches  wide 


Illustrated  catalogue  S7  by  mail.  Order  catalogue  by  sale  no.  3803  with  cheque  enclosed 
Catalogues  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Buenos  Aires,  Edinburgh,  Florence,  Houston  Johannesburg, 
Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Toronto  and  Zurich 
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vill  hold  the  following  sales  in  October 


Sotheby's 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR 


ALL  CATALOGUES  POST  FREE 


Vednesday,  ist  October,  at 
0.30  am 

1  die  Roval  Watercolour  Society 
Jallerics,  26  Conduit  Street, 
ondon  W.i 

'inest  and  Rarest  Wines,  Spirits, 
Mintage  Port  and  Collectors' 
terns 

Wednesday,  ist  October,  at  11  am 
mpressionist  and  Modern 
'aintings,  Drawings, 
Watercolours  and  Sculpture 

Wednesday,  ist  October,  at  1 1  am 
t  Belgravia 

ontincntal  Furniture,  Works  of 
^rt  and  European  Bronzes 

Thursday,  2nd  October,  at 
0.30  am 
t  Belgravia 

Oriental  Ceramics  and  Works 
►fArt 

Thursday,  2nd  October,  at  1 1  am 
English  and  Foreign  Silver 
nd  Plate 

Thursday,  2nd  October,  at  11  am 
Did  Master  Drawings 


Thursday,  9th  October,  at  1 1  am 
Fine  Nineteenth  Century  and 
Modern  Prints 

Thursday,  9th  October,  at  11  am 
at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares  and  Objects 
of Vertu,  1 825-1975 

Friday,  10th  October,  at  11  am 
English  Oak  Furniture,  Works 
of  Art,  Textiles,  Rugs  and 
Carpets 

Monday,  13  th  October,  at  11  am 
A  Collection  of  Fine  Portrait 
Miniatures 

Tuesday,  14th  October,  at 
10.30  am 

Antique  and  Modern  Firearms, 
Armour  and  Edged  Weapons 

Tuesday,  14th  October,  at  11  am 
and  2.30  pm 

Fine  Chinese  Export  Porcelain, 
Jades  and  Other  Works  of  Art 


■riday,  3rd  October,  at  11  am 
English  Furniture,  Works  of 
\tt,  Rugs  and  Carpets 

vlonday,  6th  October  and 
"ollowing  day,  at  11  am 
Printed  Books,  Letters  and 
vlanuscr ipts  Relating  to  Science 
ind  Medicine 

Tuesday,  7th  October,  at  10.30  am 
Chinese  Snuffbottles 

Tuesday,  7th  October,  at  11  am 
it  Belgravia 

English  Prints,  1800-1940 

Wednesday,  8th  October,  at 
10.30  am  and  2  pm 
Ancient  English  and  Foreign 
Coins,  in  Gold,  Silver  and 
Bronze,  and  Historical  and 
Commemorative  Medals 

Wednesday,  8th  October,  at  1 1  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Paintings 


Wednesday,  15th  October,  at 
10.30  am 

in  the  Royal  Watercolour  Society 
Galleries,  26  Conduit  Street, 
London  W.i 
Inexpensive  Wines 

Wednesday,  15th  October,  at  11  am 
Fine  Eighteenth,  Nineteenth  and 
Twentieth  Century  Continental 
Paintings 

Wednesday,  15th  October,  at  11  am 
at  Belgravia 

English  Furniture,  Works  of 
Art,  European  Bronzes,  Textiles 
ar,  J  Papier  Mache  Furniture  and 
Works  of  Art 

Thursday,  T6th  October,  at  1 1  am 
FL  ic  Jewels 

Thursday,  16th  October,  at  11  am 
Important  English  and  Foreign 
Silver 


Thursday,  16th  October  and 

following  day,  at  1  pm 

at  115  Chancery  Lane  (Hodgson's 

Rooms),  London  WC2A  iPX 

A  Highly  Important  Collection 

of  Children's  Books,  Part  III 

(G-K) 


Monday,  20th  October,  at  10.30  am 
and  2.30  pm 

Clocks,  Watches  and  Scientific 
Instruments 


Monday,  20th  October  and 
following  day,  at  11  am 
Printed  Books 


Tuesday,  21st  October,  at 
10.30  am 

Continental  Ceramics 


Tuesday,  21st  October,  at  11  am 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 


Wednesday,  22nd  October,  at 
10.30  am  and  2.30  pm 
Japanese  Prints  and  Illustrated 
Books,  Chinese  and  Japanese 
Paintings  and  Stencils  and 
Reference  Books 


Wednesday,  22nd  October,  at 
11  am 

Old  Master  Paintings 

Thursday,  23  rd  October,  at 
10.30  am 
at  Belgravia 

Pot  Lids,  Fairings,  Goss  and 
Staffordshire  Wares  and 
Portrait  Figures 


Thursday,  23  rd  October,  at  11  am 
Good  Musical  Instruments 


Friday,  24th  October,  at  1 1  am 
English  Furniture,  Transfer 
Engravings  and  Paintings  on 
Glass,  Rugs  and  Carpets 


Friday,  24th  October,  at  11  am  and 
2.30  pm 
at  Belgravia 

Photographic  Images  and 
Related  Material 


Monday,  27th  October  and 
following  day,  at  1 1  am 
Valuable  Printed  Books  from  the 
Library  of  William  Beckford 

Monday,  27th  October,  at  2.30  pm 
Antiquities,  Middle  Eastern, 
Islamic,  Indian,  South-East 
Asian,  Tibetan  and  Nepalese  Art 
and  African,  Oceanic  and 
American  Indian  Art 

Wednesday,  29th  October,  at 
10.30  am 

in  the  Royal  Watercolour  Society 
Galleries,  26  Conduit  Street, 
London  W.i 

Fine  Wines  Lying  Overseas  and 
In-Bond  England 

Wednesday,  29th  October,  at  1 1  am 
Fine  Netsuke,  Inro  and  Lacquer 
Wares 


Wednesday,  29th  October,  at  1 1  am 
Valuable  Autograph  Letters, 
Literary  Manuscripts  and 
Historical  Documents 


Thursday,  30th  October,  at  11  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Drawings  and 
Watercolours 

Thursday,  30th  October,  at  11  am 
English  and  Foreign  Silver  and 
Plate 


Thursday,  30th  October,  at  1  pm 
at  115  Chancery  Lane  (Hodgson's 
Rooms),  Londc*  WC2A  iPX 
Printed  Books 


Friday,  31st  October,  at  11  am 
Continental  Furniture,  Works  of 
Art,  Tapestries,  Rugs  and 
Carpets 


Sotheby  Parke  Bernct  &  Co.,  34  35  New  Bond  Street,  London  WiA  2AA.  Telephone:  01-493  8080.  Telegrams:  Abinitio,  London.  Telex:  London  24454. 
Representative  in  Scotland:  John  Robertson,  19  Castle  Street,  Edinburgh  EH2  3AH.  Telephone:  031-226  5438.  Telegrams:  Abinitio,  Edinburgh. 
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In  Celebration  of  the 
Philadelphia  Museum  of  Art's  100th  Birthday 

An  Art  and  Antique  Sale 

Armory  First  Troop  Philadelphia  City  Cavalry 
23rd  and  Ranstead  Streets,  Philadelphia,  Pa. 

October  18-20- 11:00  A.M.  to  8:00  P.M.     Admission  $3.00 


EXHIBITORS 

W.  Graham  Arader,  III 

Rosenberg  &  Sliebel,  Inc. 

Bedford  Green  Antiques,  Inc. 

Israel  Sack,  Inc. 

John  E.  Bihler  &  Henry  S.  Coger 

H  &  R  Sandor,  Inc. 

Doris  Leslie  Blau 

Frank  S.  Schwarz  &  Son 

Francis  J.  Carey,  III 

Matthew  &  Elisabeth  Sharpe 

Childs  Gallery 

The  Silver  Shelf 

F.  J.  Cooper,  Inc. 

Charlotte  &  Edgar  Sittig 

Merlin  Dailey 

The  Stradlings 

Howard  Daitz 

Sybarites  Gallery 

Richard  L.  Feigen  &  Co. 

Robert  Thomas  -  Robert  Seifert 

Fu-Ming-Fair 

Jonathan  Trace 

Avis  &  Rockwell  Gardiner 

R.  T.  Trump  &  Co.,  Inc. 

Rupert  Gentle 

Arthur  S.  Vernay  Inc. 

Cora  Ginsburg,  Inc. 

Wildenstein  &  Co. 

Elinor  Gordon 

Taylor  B.  Williams 

Greenwillow  Farm,  Inc. 

Thomas  D.  &  Constance  R.  Williams 

Hastings  House  Antiques 

The  Witkin  Gallery,  Inc. 

Jonathan  Joseph 

Thomas  K.  Woodard 

Landrigan  &  Stair 

The  Leather  Bucket,  Inc. 

Contemporary  Design: 

George  S.  MacManus  Co. 

Wendell  Castel 

Marine  Arts  Company 

Daniel  Jackson 

E.  Grosvenoi  Paine 

Richard  Kagen 

Philip  W.  Pfeifer 

Alphonse  Mattia 

George  Nakashimn 
Jere  Osgood 
Konrad  Richter 
Karl  Seemuller 
Bob  Stocsdale 
Bob  Worth 
Ed  Zucca 


Art  Soles  rind  Rental  Gallery 

at  The  Philadelphia  Museum  of  Art 

will  represent: 

Helen  Druit 

Fritz  Eberhardt 

Janet  Fleisher 

Gross-McCleaf  Gallery 

The  Halm  Gallery 

The  Langman  Gallery 

Marion  Locks 

Newman  Galleries,  Inc. 

The  Print  Club 

The  Vic  Gallery 

The  Works  Craft  Gallery 

Wuggleyump 


PREVIEW  RECEPTION:  Friday,  October  17  -  5:30-8:30  p.m.  Tickets  $25.00 

Sponsored  by  the  Women's  Committee  of  the  Philadelphia  Museum  of  Art 


Exhibiting  at  the  Centennial  Fair 

WILDENSTEIN 

The  World's  Foremost  Art  Gallery 


Winslow  Homer  On  the  Steps,  Tynemouth  Canvas:  16  x  22i  inches 


IMPORTANT  PAINTINGS,  SCULPTURE 
AND  DRAWINGS  BY  EUROPEAN  AND 
AMERICAN  MASTERS 


19  East  Sixty-fourth  Street  New  York 
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Exhibiting  at  the  Centennial  Fair 


Ch'ing  dynasty  carved  Porcelain  Mountain,  yellow 
glaze.  Width,         height  including  the  carved  wood 
stand  7 


Chinese  Snuff  Bottles.  Inside  painted,  Enameled  Glass, 
carved  Turquoise,  and  a  rare  Blue  and  White  under- 
glaze  porcelain  Snuff  Saucer. 


 ★  

Exhibiting  at  The  Centennial  Fair,  the  prestigious 
Antique  Show  sponsored  by  the  Women's 
Committee,  Philadelphia  Museum  of  Art. 


 *  

AlsoexhibitingatThe  International  ChineseSnuff 
Bottle  Society  Convention,  Washington,  D.C. 


 ★  

ORIENTAL  ANTIQUES  AND  WORKS  OF  ART 

140  Cassell  Road,  Mainland,  Pennsylvania  19451 
(19  ml.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 


~  FINE  ART  DECO  AND  ART  NOUVEAU  - 


A  miniature  21"  Serpent  Lamp  by  Edgar  Brandt.  The  bronze  base  signed  by 
Brandt,  the  tortoise-shell  glass  shade  by  Daum/Nancy.  This  is  an  example  of 
our  large  collection  of  table  lamps,  floor  lamps  and  chandeliers  by  Brandt.  In 
addition,  we  have  a  selection  of  French  decorative  art  by  the  premier  artists  of 
the  Art  Deco  and  Art  Nouveau  periods.  Dunand,  Dupas,  Lalique,  Subes,  Sandoz, 
da  Silva  Bruhns,  Leleu,  Rufilmann,  Folott,  Galie,  Majorelle,  and  others. 

"Lalique  for  Collectors,"  -  a  new  book  by  Katherine  Morrison 
McClinton.  $17.50  plus  $1.00  postage  and  handling. 


SYBARITES  GALLERY 

238  EAST  60th  STREET,  NEW  YORK,  N.Y.  10022 

Tel.  (212)  751-4490 


NEW  YORK'S  ORIGINAL  ANTIQUES  CENTER 


•  where  collectors  and  dealers  shop  for  a  vast  and  varied 

choice  of  interesting  items 

•  where  modest  overhead  makes  realistic  prices  possible 

•  where  knowledgeable  dealers  specialize  in  popular 

collecting  categories 

•  where  spacious,  gracious  quarters  make  antique 

shopping  truly  a  pleasure 

415  East  53rd  Street,  New  York,  N.Y.  10022 
between  Sutton  Place  and  First  Ave. 
(212)  486-0941 

Hours:  Tues.-Sat.  10:30-5:30;  Sun.  12-6 
Closed  Mondays  Admission  Free 


too   The  Connoisseur,  October  1975 


Exhibiting  at  the  Centennial  Fair 


K(nnedy  Gjakries  zJlrtjTistory  'Brief 


John  Singleton  Copley  (  1738-181  5  ) .  Portrait  of  Hugh  Hall,  1758,  pastel  on  paper  15  '4  x  13 
Signed  :  mid  right  'J  S  Copley,  Pinx  1758'  Hugh  Hall  (  1  693-1773)  son  of  a  governor  of  the  Barhadoes, 

was  a  wealthy  merchant  in  Boston. 


LITERATURE  : 

Jules  David  Prow  n  :  John 
Singleton  Copley  in  America 
1738-1774,  page  217;  plate  77. 
Barbara  Neville  Parker  and 
Anne  Boiling  Wheeler :  John 
Singleton  Copley:  American 
Portraits  in  Oil,  Pastel,  and 
Miniature  with  Biographical 
Sketches,  1938,  page  223. 


Augustus  Thorndike  Perkins: 
Sketch  of  the  Life  and  a  List 
of  some  of  the  Works  of  John 
Singleton  Copley,  1973,  page  68. 
F.  \V.  Bayley :  Life  and  Work 
of  John  Singleton  Copley, 
Founded  on  the  Work  of 
Augustus  Thorndike  Perkins, 
1915,  page  135. 
Theodore  Bolton  :  Early 


American  Portrait  Draughtsmen 
in  Crayons,  1923.  No.  24. 

exhibitions: 
John  Singleton  Copley 
1965-66,  National  Gallery  of 
Art,  Washington,  D.C; 
Metropolitan  Museum  of  Art, 
New  York  ;  Museum  of  Fine 
Arts,  Boston  Massachusetts. 


Kennedy  Galleries 


Founded \/1874*S by  H.  Wunderlich 
40  WEST  FIFTY-SEVENTH  STREET,  NEW  YORK  10019,  (212)  541-9600,  TELEX  14-8381 


TRe  Rakes  Progress 

a  fable 


II!  %. 


m. 


Designs  for  Stravinsky's 
only  full  length  Opera  by 
DAVID  HOCKNEY 

October  9th  -  26th 

Manchester  City  Art  Gallery 
(061-236  9422) 

City  of  Manchester  Cultural  Services 


Pianoforte  made  by  BURGASSER  &  Co.  of  Paris  in  1885 
with  matching  "ANGELUS"  pianola  attachment  of  the  same 
date  by  WILCOX  OF  CONNECTICUT.  These  instruments 
are  in  mint  condition  with  rolls  included  and  present  a  rare 
opportunity  to  purchase  a  very  fine  combination  at  a 
reasonable  price.  The  details  from  Ian  Williams  Esq.,  The 
Odd  House,  Hook  Norton,  Banbury,  Oxfordshire,  England. 
Tel.  no.  Hook  Norton  409. 


JOLLYS  of  BATH 

The  Auction  Rooms,  Old  King  Street. 

MONDAY  27th  October  at  10.30  &  2  p.m. 

FURNITURE  of  the  18th  &  19th  century: 

Longcase,  bracket  and  carriage  clocks;  Oriental 
carpets  and  rugs.  Included  in  the  clock  section  is  a 
Longcase  clock  by  Dant  Quare  and  Ste.,  Horseman 
8  day  and  musical  movement  6  airs,  No.  239,  in 
walnut  case;  also  a  marine  chronometer  by  Victor 
Kullberg.  8  day;  No.  9149;  in  complete  case. 
Illustrated  catalogue  35p.  by  post.    Tel:  (0225)  66201 


PAUL  CRESPIN 


Fine  George  II  Kettle,  Stand  and  Salver. 
London  1737  by  Paul  Crespin. 
Height:  13 £  inches  overall. 

Weight:  80  ozs.  Diameter  of  salver:  9^  inches. 


-torn  out 


ton 


S.  J.  SHRUBSOLE 


G 


//  it</f/e 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  VV1CA  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


Commonwealth  silver  wine  cup 
in  exceptional  condition. 
Maker's  mark  GD, 
mullet  and  two  pellets  below. 
London  1659. 
Height  6?"  (15.9  cm)  Weight  6oz  iodwt. 


'.•  jfam  TVrffcm      lo  mill  1 ijj>*k, .,)  &M«i 


St  James's,  London  SWi.  Telephone  01-930  7888  (24  hours).  Telex  9167 
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WILLIAM  GAUNT 

A  seventy-fifth  birthday  tribute 


William  Gaunt  was  born  in  1900,  oncl 
year  before  The  Connoisseur  was  founded  I 
and  in  191 4,  when  he  was  a  schoolboy  ai  I 
Hull  Grammar  School,  The  Connoisseur  awarded  hin  I 
first  prize  for  an  essay  on  Shakespeare's  Tempest:  at  nc 
time,  perhaps,  did  an  editor  of  this  magazine  show 
greater  discernment.  We  would  be  happy  to  feel  thai  ] 
early   encouragement  had   anything  to   do  witr 
William  Gaunt's  decision  to  make  writing;  on  the  arts 
his  career;  for  we  agree  with  a  recent  writer  in  The 
Spectator  who  claimed  that  Gaunt's  books  had  given 
him  greater  pleasure  and  instruction  than  any  othei 
writer  on  art  during  the  past  twenty-five  years. 

Since  'The  Pre-Raphaelite  Tragedy'  (which  has  alsc 
appeared  under  the  title  'The  Pre-Raphaelite  Dream'), 
was  first  published  in  1942,  more  ostentatiously  learnec1 
books  on  the  Pre-Raphaclitcs  have  been  published 
for  example,  Virginia  Surtces's  excellent  catalogm 
raisonne  of  Rossetti,  and  Waters  and  Harrison's  recent 
book  on  Burnc  Jones.  The  more  detailed  work  was 
needed  and  is  valuable;  but  no  other  writer  so  com- 
pletely got  beneath  the  skin  of  the  Pre-Raphaelitesjl 
understood  the  springs  of  their  mysticism  or  their  true 
aspirations  or  helped  us  to  conceive  of  their  incon- 1 
ceivablc  way  of  life  as  Gaunt  did.  Much  the  same  i< 
true  of  his  later  work  'The  Aesthetic  Adventure'  (1945). 
There  are  still  no  adequate  books  on  Wilde  or  Pater; 
and  even  when  they  arrive,  as  Brian  Readc's  fine  book 
on  Beardsley  and  Denys  Sutton's  on  Whistler  have! 
done,  it  is  unlikely  that  they  will  render  Gaunt's  in-l 
sights  or  his  acute  pen-portraits  superfluous.  The  im-fl 
portant  work  on  Lord  Leighton  on  which  Mr.  Richard!; 
Ormond  and  his  wife  Leonee  have  been  working  for 
so  long  is  due  out  this  autumn,  and  to  set  'Victorian™ 
Olympus',  the  third  volume  of  Gaunt's  'trilogy'  against!) 
this  new  study  is  bound  to  be  its  severest  possible  test;! 
but  those  who  seek  a  vivid  introduction  to  Leighton's!] 
works  and  circle,  rather  than  'the  works'  may  still  turn 
to  Gaunt  with  proht  and  delight. 

The  quality  of  Gaunt's  prose  is  something  not  to  be 
met  with  in  most  modern  writing  on  art.  When! 
W.  B.  Yeats  edited  the  'Oxford  Book  of  Modcrnf 
Verse'  in  1936,  he  took  the  considerable  liberty  of  div-J 
iding  into  lines  of  vers  libre  Walter  Pater's  passage  about; 
the  Mona  Lisa,  and  made  it  the  first  extract  in  the  book  :j 
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She  is  older  than  (he  rocks  among  which  she  sits; 
Like  the  Vampire, 
She  has  been  dead  many  times, 
And  learned  the  secrets  of  the  grave; 
And  has  been  a  diver  in  deep  seas, 
I  And  keeps  their  fallen  day  about  her; 
And  trafficked  for  strange  webs  with  Eastern  merchants  . . 

id  so  on. 

Without  detriment  to  it,  one  can  take  the  same 
berty  with  a  passage  from  'The  Pre-Raphaelite 
i  ragedy'  in  which  Gaunt  describes  how  Holman  Hunt 
aintcd  The  Scapegoat  on  the  shore  of  the  Dead  Sea. 
[ere  is  his  description  of  the  Sea  itself;  and  one 
otices  the  skill  with  which,  by  making  us  visualise 
dimming  in  the  sea  or  testing  the  echo  of  the  caves 
urselves,  he  transports  us  straight  to  the  scene : 

The  swimmer  in  this  leadeti  element  would  roll  over 
and  over,jeet  above  head,  driven  by  the  current 
against  the  dead  arms  of  submerged  trees:  smarting 
from  its  salty  bite.  The  caves  oj  Oosdoom  ( the  ancient 
Sodom )  were  hung  with  stalactites  of  curious  form  and 
if  you  shouted '  Remember  Lot's  wife'  the  rumour  of 
.   sound  hurtled  round  every  silent  crag  and  repeated  with 
morbid  accuracy,  'Remember  Lot's  wife'. 

^ot  only  is  he  adept  at  the  mise  en  scene  for  a  particular 
Episode  such  as  that  one;  he  can  also  paint  the  broad 
weep  of  history,  as  at  the  beginning  of  'The  Aesthetic 
adventure'  where  he  takes  us  right  back  to  1 830  (when 
nost  of  the  narrative  deals  with  the  1870s  to  1890s)  and 
n  a  few  pages  of  great  confidence  and  panache  manages 
o  give  us  the  political  and  artistic  origins  of  the  move- 
new  he  is  about  to  describe.  Part  of  this  passage  was 
juotcd  at  the  beginning  of  our  June  editorial,  together 
with  a  passage  from  G.  M.  Young,  an  historian  Gaunt 
esembles  in  his  easy  handling  of  great  swathes  of 
listory  and  his  ability  to  select  the  most  telling  and 
>alient  facts  from  a  morass  of  documentary  evidence. 

Another  engaging  and  admirable  aspect  of  Gaunt's 
writings  is  that  he  does  not  set  out,  Strachey-like,  to 
make  his  characters  ridiculous.  Heaven  knows,  there  is 
enough  material  for  ribald  comedy  at  the  expense  of 
the  Pre-Raphaelites,  the  groups  around  Pater  and 


Wilde,  and  the  'five  o'clock  tea  antiquity'  of  Sir 
Lawrence  Alma-Tadema;  and  the  comedy  is  never  lost 
on  Gaunt,  who  deploys  a  delicate  irony  in  describing 
their  antics.  But  as  the  Daily  Telegraph  said  when 
'Victorian  Olympus'  appeared:  'He  treats  the  painters 
and  sculptors  he  discusses  upon  their  own  ground, 
avoiding  the  facile  sneer  and  patronising  smile;  giving 
credit  to  both  their  sincerity  and  their  technical  mastery'. 

This  year  Jonathan  Cape  and  Cardinal  have  reissued 
three  of  Gaunt's  books,1  but  not  'The  March  of  the 
Moderns',  which  provoked  a  cross  review  by  Sir  John 
Squire  in  The  Illustrated  London  Neivs  of  26  February 
1949  -  though  Squire  conceded  that  'Mr.  Gaunt  cer- 
tainly is  a  historian  recording  phenomena,  not  merely  a 
connoisseur  proclaiming  the  merits  of  what  he  thinks 
good'.  In  the  reissues  the  dingy  Utility  plates  of  the 
wartime  versions  have  been  replaced  by  colour 
illustrations,  so  we  can  now  see  the  Pre-Raphaelites  in 
their  true  garish  colours,  the  redness  of  Swinburne's 
hair  in  the  Rossetti  portrait,  the  Moorish  gauds  of 
Leighton's  Arab  Hall  and  the  brilliant  purple  and  red  of 
Morris's  textile  The  Strawberry  Thief. 

Also  this  year  a  representative  retrospective  exhibi- 
tion of  Gaunt's  own  drawings  and  paintings  was  held 
in  The  Minories,  Colchester,  at  the  University  of  Hull, 
and  in  the  Parkin  Gallery,  London.  He  studied  at  the 
Ruskin  School  of  Drawing  under  Mr.  Macdonald,  the 
Master  whom  Ruskin  had  himself  appointed  in  London, 
and  on  one  occasion  met  Sargent  in  his  Tite  Street 
studio.  He  is  an  accomplished  draughtsman,  rather  in 
the  tradition  of  Rowlandson;  but  it  is  by  his  books  that 
his  reputation  will  survive.  Mr.  Gaunt  continues  to 
write  regularly  in  The  Times.  It  is  regrettable  that  no 
public  honour  has  yet  been  offered  to  this  distinguished 
art  historian,  whose  first  article  for  this  magazine  was 
written  more  than  sixty  years  ago. 


'  The  Pre-Raphaelite  Tragedy' , '  The  Aesthetic  Adventure'  and 
'Victorian  Olympus'  have  recently  been  reprinted,  in  hardback 
by  Jonathan  Cape  at  jCj.50  each,  and  in  paperback  by 
Cardinal  at  £1.70,  £1.60  and  £1.50  respectively. 
Cardinal  also  issue  them  as  a  boxed  set  priced  at  £4.80. 
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In  1875  Ernest  Gambart,  the  art  dealer,  commissioned  from  the  Belgian  painter  Nicaise  c 
Keyser,  four  large  canvases  'to  commemorate  and  enshrine  all  European  artists  since  the  daw 
of  classical  antiquity'.  They  were  to  hang  in  Les  Palmiers,  Gambart' s  palace  in  Nice;  ali"wei 
in  place  by  1877.  Shortly  after  1925,  the  four  huge  pictures  vanished.  In  this  article  Jerem 
Maas,  whose  book  on  Gambart  is  to  be  published  next  month  (Barrie  and  Jenkins,  ^7.95)  de; 
cribes  how  the  paintings  disappeared  and  how,  through  tenacious  enquiries,  they  have  bee 
discovered  again:  'Under  an  already  blazing  hot  sun  we  were  able  to  see,  rolled  out  one  by  on 
like  so  many  carpets,  the  four  pictures  which  had  been  seen  by  only  a  select  few  for  a  quartt 
of  a  century,  had  been  in  semi-oblivion  for  the  same  length  of  time,  and  in  total  oblivion  fc 
a  further  quarter  of  a  century'. 

GAMBART  AND  THE 

MISSING  DE  KEYSER  PICTURES 


Jeremy  Maas 


1.  'Les  Palmiers',  a  contemporary  photograph  of  Gambart 's  marble  palace  in  Nice. 


IN  1877  Ernest  Gambart,  the  art  dealer  and  print 
publisher,  had  (ostensibly,  at  any  rate)  been  retired 
from  business  for  six  years.  From  April  1840  to 
March  1 871,  at  a  time  when  Britain  enjoyed  a  growing 
period  of  material  prosperity,  he  had  gradually  emerged 
as  by  far  the  most  dominant  personality  not  only  in  the 
London  art  world  but  also  in  that  of  Western  Europe. 
His  range  and  influence  were  at  once  prodigious  and 
without  precedent.  During  these  thirty  years  hardly  a 
single  artist  of  stature  failed  to  be  drawn  within  his 
orbit,  to  their  mutual  advantage.  Even  after  his  retire- 
ment lie  engaged  himself  in  their  affairs,  partly  through 
the  agency  of  his  nephews  Charles  Deschamps  and 
Leon  Lcfevre,  who  with  his  partner  Pilgeram,  carried 
on  the  business  of  E.  Gambart  and  Company,  ancestors 
to  Alex.  Rcid  and  Lcfevre,  now  in  Bruton  Street, 
London.  If  Gambart  is  almost  forgotten  the  same  can 
be  said  of  some  of  the  artists  with  whom  he  dealt:  to 
list  all  their  names  would  be  to  hold  a  roll-call  of  nine- 
teenth-century European  artists.  In  England  alone  his 
domain  extended  from  Turner,  Linnell  and  Palmer, 
through  all  the  Prc-Raphaelites  to  Whistler,  Leighton 
and  Alma-Tadema.  In  the  career  of  each  of  these  figures 
he  played  a  vital  role. 

Thus  it  can  be  seen  that  Gambart's  career  was  both 
long  -  he  was  born  in  18 14  and  died  in  1902  -  and 
highly  influential.  By  1877  he  had  a  grand  country 
mansion  in  Spa,  Belgium,  and  an  even  grander  marble 
palace  in  Nice  and  he  was  about  to  embark  on  another 
career  as  Spanish  consul  in  that  town.  This  post  he  held 
for  nearly  a  quarter  of  a  century.  From  1877  on  Prince 
Gambart,  as  he  was  known,  was  regarded  as  a  Maecenas 
of  art,  a  patron  and  collector  on  the  noblest  scale.  It  is 
therefore  understandable  that  he  should  have  conceived 
the  idea  of  commissioning  an  old  friend,  the  illustrious 
Belgian  painter,  Nicaise  de  Kcyser,  president  of  the 
Academy  of  Antwerp,  to  paint  for  him  four  large 
canvases  to  commemorate  and  enshrine  all  European 
artists  since  the  dawn  of  classical  antiquity  to  those  with 
whom  he  himself  had  had  connections. 

In  1862  dc  Keyser  had  embarked  on  an  ambitious 
project,  the  preparatory  historical  studies  followed  by 
the  actual  painting  of  a  series  of  scenes  depicting 
L'Histoire  de  I'Ecole  d'Anvers  on  the  walls  and  ceiling  of 
the  vestibule  of  the  Antwerp  Museum.  This  occupied 
him  for  nine  years  until  1871.  The  scope  and  com- 
position owe  much  to  the  early  example  of  Paul 
Delaroche's  celebrated  Hcmicyclc  at  L'Ecolc  des  Beaux- 
Arts  in  Paris,  a  work  containing  seventy-five  life-size 
figures  and  which  occupied  him  for  four  years. 
Gambart  was  evidently  fiscinated  by  such  expressions 
of  pscudo-Rennaissance  grandeur:  in  1862  he  had 
bought  from  Baron  Leys  the  preparatory  pictures  for 
the  ten  frescoes  painted  for  the  Hotel  de  Villc,  Antwerp, 
paying  Leys  at  least  £8,000  for  them,  exactly  the  price 
paid  for  the  finished  frescoes  by  the  Belgian  govern- 
ment. Beside  such  munificence  the  £4*000  paid  by 
Gambart  in  the  same  year  to  his  friend  Louis  Gallait  for 


The  Plague  of  Toumay,  which  was  six  feet  larger  than 
his  immense  Abdication  oj  Charles  V  shown  in  the 
International  Exhibition  of  1862,  seems  paltry. 

De  Kcyser  began  work  on  his  huge  canvases  in  1875  '■> 
Gambart  intended  that  they  should  hang  in  the  great 
vestibule  of  Lcs  Palmiers,  his  palace  in  Nice.  While  the 
Antwerp  pictures  embraced  only  the  Flemish  School, 
this  new  decorative  scheme  comprised  two  distinct 
epochs:  Antiquity  and  the  Nineteenth  century;  and 
then  two  groupings  of  schools,  Italian  and  Spanish, 
Flemish,  Dutch  and  English  -  in  all,  four  separate  pic- 
tures. These  last  two  were  completed  within  a  year  and 
are  dated  1876.  They  arc  the  least  interesting,  and  will 
not  be  discussed  here  except  to  suggest  that  they  should 
afford  scholars  ample  opportunity  to  indulge  in  a  guess- 
ing game  of  likenesses.  The  same  would  also  apply  to 
Antiquity,  were  it  not  for  the  fact  that  Gambart  could 
not  resist  putting  in  an  appearance  among  the  ancients : 
he  can  be  seen,  third  from  the  right,  dressed  in  a  toga. 

But  the  fourth  picture,  Artists  oj  the  Nineteenth 
century,  is,  apart  from  its  artistic  claims,  a  document  of 
quite  exceptional  interest.  It  comprises  twenty-three 
portraits  of  painters  and  sculptors  of  the  United  States 
and  Europe,  most  of  whom  achieved  distinction  and 
were  known  to  Gambart,  the  catalyst  of  the  world  they 
inhabited.  Being  contemporaries  of  de  Keyser,  several 
of  his  subjects  were  able  to  sit  for  him;  the  likenesses 
of  others  could  easily  have  been  obtained  from  widely 
disseminated  engravings  and  photographs. 

Some  of  the  earliest  accounts  of  a  sitting  survive  in 
newspaper  clippings  collected  by  Albin  Body,  a  local 
historian  of  Spa,  and  now  deposited  at  the  Bibliothequc 
du  Fonds  Albin  Body,  in  that  town.  From  these  one 
learns  that  Rosa  Bonheur,  a  life-long  friend  of 
Gambart's  and  whose  Horse  Fair  he  bought  and  sold, 
sat  to  de  Keyser  in  Antwerp  in  August  1877.  It  seems 
that  it  took  the  artist  only  one  hour  to  place  her  features 
on  canvas;  only  three  days  previously  Meissonier  had 
had  a  similarly  brief  sitting.  The  artist  never  completed 
these  portraits  for  fear  of  losing  the  likenesses.1  In  1878 
Frith  and  Millais  (old  friends  of  Gambart  but  friends 
comparatively  new  to  each  other)  visited  the  Inter- 
national Exhibition  in  Paris,  with  the  dealer  acting  as 
cicerone.  He  took  them  on  a  tour  of  the  Paris  studios: 
Detaille,  Meissonier,  Rosa  Bonheur  (at  By,  near 
Fontaineblcau)  and  Sarah  Bernhardt  were  all  visited. 
De  Keyser  had  also  come  to  Paris  mainly  to  paint 
Millais  and  Frith  into  his  large  group.  It  seems  likely 
that  only  a  few  of  the  portraits  in  de  Keyser's  picture 
were  actually  painted  from  life.  These  include  those  of 
Frith,  Millais,  Rosa  Bonheur  and  Meissonier;  the 
Belgian  historian  Henry  Hymans  specifically  lists  their 
four  separate  portraits  on  as  many  canvases  among  his 
works  completed  in  1878. 2 

One  of  the  many  curious  aspects  of  the  de  Keyser 
pictures  is  that  all  four  pictures  were  already  in  position 
at  Les  Palmiers,  Nice  by  1877,  although  only  two  of  the 
pictures  appear  to  have  been  completed  by  that  year, 
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and  Antiquity  and  artists  of  the  nineteenth  century 
are  both  dated  1878.  They  are  clearly  described 
by  Hippolyte  Mayrargues  in  a  book  published  in  Nice 
in  1877.3  Gambart  always  spent  the  summer  months  at 
his  house  in  Spa.  He  usually  travelled  with  a  large  party 
and  a  vast  amount  of  impedimenta,  so  it  is  likely  that 
he  took  these  two  pictures  with  him  to  Belgium  for  de 
Keyser  to  resume  work  in  the  clear  summer  light.  It  is 
equally  possible  that  de  Keyser  painted  a  portrait  or 
two  in  Les  Palmiers  during  the  winter  months.  Hiram 
Powers,  the  American  sculptor  (No.  6,  top  left,  with 
skull  cap)  looks  very  much  an  uncomfortable  after- 
thought ;  the  same  might  be  said  of  Alma-Tadcma  (third 
from  left,  back  row),  who  was  at  Les  Palmiers  on  16 
March  1878,  when  the  Prince  Leopold,  Queen  Victoria's 
younger  son  attended  one  of  Gambart's  receptions.4 
Partly  eclipsed  by  the  portrait  of  Millais,  Tadema's 
countenance  only  just  misses  upsetting  the  balance  of 
the  composition,  and  then  only  because  of  the  presence 
of  other  possible  afterthoughts,  notably  the  portrait 
of  Hans  Makart  (second  from  the  right). 

In  the  absence  of  a  key  to  this  group  portrait  it  has 
been  necessary  to  establish  the  names  of  the  sitters  on 
external  evidence,  from  other,  accredited,  likenesses. 
From  left  to  right  (standing)  it  can  be  stated  with  a  fair 
degree  of  certainty  that  the  portraits  are  of  Hiram 
Powers  (based  on  an  engraving),  Sir  John  E.  Millais, 
Sir  Lawrence  Alma-Tadema,  Jean  Leon  Gerome,  Jean 
Louis  Ernest  Meissonier,  William  Powell  Frith, 
Ludwig  Knaus,  Antonio  Canova  (the  sculptor,  who 
died  in  1822,  when  Gambart  was  eight),  the  sculptor 
Bcrtel  Thorvaldsen  (after  the  painting  by  Horace 
Vernet),  Baron  Leys  (died  1869),  Eugene  Delacroix, 
Paul  Delaroche,  Louis  Gallait,  the  artist  (self-portrait), 
Hans  Makart,  Joseph  Nicolas  Robcrt-Fleury.  The 
seated  artists  are,  from  left  to  right,  J.  M.  W.  Turner, 
two  of  whose  South  Coast  views  Gambart  had  pub- 
lished, Sir  Edwin  Landscer,  Rosa  Bonhcur,  Peter 
Cornelius,  Ary  SchefFer,  J.  D.  A.  Ingres,  and  lastly 
Horace  Vernet.  Henri  Hymans  lists  all  the  above  with 
the  exception  of  Vernet.5  There  are  surprising  omis- 
sions, particularly  that  of  Hoi  man  Hunt,  a  painter  of 
international  repute  who  did  business  with  Gambart 
for  nearly  twenty  years. 

The  composition  of  the  picture  and  the  groupings  of 
the  artists  suggest  or  confirm  patterns  of  sympathy  or 
even  contrast.  At  that  date  Millais  and  Alma-Tadema 
were  both  fully  fledged  establishment  figures  and  the 
alignment  of  their  heads  suggests  both  authority  and 
solidarity.  Turner  is,  inevitably,  isolated,  but  the 
juxtaposition  of  Rosa  Bonlieur  and  Landseer  com- 
memorates their  close  affinity  and  mutual  admiration. 
Meissonier,  master  of  the  miniature  in  painting,  is  seen 
talking  to  Frith,  the  purveyor  of  crowd  scenes.  Canova 
and  Thorvaldsen  were  twin  pillars  of  a  great  age  of 
sculpture.  Beside  them  bonds  of  nationality  bring  two 
German  painters,  Knaus  and  Cornelius,  together. 
Delaroche  figures  more  prominently  than  Delacroix, 


Right. 

6.  Detail  from  Artists  of  the  Nineteenth  Century, 

with  portraits  of  Hiram  Powers,  Millais,  Alma-Tadema, 
Gerome,  Turner,  Landseer  and  Rosa  Bonheur. 

Below  right. 

7.  Detail  from  Artists  of  the  Nineteenth  Century, 

with  portraits  of  Delacroix,  Delaroche,  Gallait,  de  Keyser, 
Makart,  Robert-Fleury  and  Horace  Vernet. 

Far  right,  top. 

8.  Photographing  No.  4,  on  25  August  1972. 
Far  right,  below. 

9.  Attendant  removing  grasshoppers  from  No.  4. 


which  may  have  been  intended  as  a  contemporary 
evaluation  of  their  respective  talents.  Certainly 
Gambart  had  stronger  business  associations  with  the 
former.  Ary  Scheffer  is  shown  leaning  on  Ingres'  arm, 
the  one  artist  in  nineteenth-century  estimation  con- 
sidered to  be  worthy  of  that  honour.  Horace  Vernet's 
prominence  in  the  right  foreground  no  less  certainly 
reflects  the  esteem  in  which  he  was  held.  One  unifying 
factor  clearly  governed  the  choice  of  the  artists:  there  is 
hardly  one  who  is  not  a  member  of  at  least  one  if  not 
many  of  the  Academics  of  Europe,  or  the  recipient  of 
numerous  medals  of  honour  and  grandiose  titles.  This 
can  only  be  interpreted  as  a  manifestation  of  Gambart's 
growing  obsession  with  the  public  recognition  of 
painters,  an  aspiration  echoed  by  many  of  the  artists 
concerned.  Among  the  exceptions  was  Louis  Gallait, 
whom  Gambart  once  brought  to  England :  unlike  Leys, 
Gallait  turned  down  a  Barony. 

For  nearly  a  quarter  of  a  century  de  Keyser's  pictures 
hung  on  the  walls  of  the  vestibule,  on  the  first  floor  of 
Les  Palmiers,  overlooking  the  marble  staircase. 
Gambart  died  on  12  April  1902.  In  his  will  dated  9 
January  1901,  he  left  the  pictures  to  the  'Musee  de 
Nice'.  Le  Monde  Elegant  of  24  April  1902  lists  the 
various  Gambart  bequests,  including  the  de  Keyser 
pictures  which  had  been  left  to  'La  Ville  de  Nice'.  Tins 
journal  made  no  comment  on  the  subjects  of  the 
pictures,  merely  observing  that  the  municipal  architect 
hurried  to  Les  Palnuers  to  measure  the  pictures!  In  the 
year  of  Gambart's  death  the  Musee  Municipal  was 
established  in  the  rue  Notre-Dame,  having  recently 
been  removed  from  Avenue  Dubouchage.  It  was  to 
this  museum  that  the  pictures  had  presumably  been 
consigned.  Baedeker's  handbook  for  1910,  however, 
only  mentions  'la  Salle  Gambart  avec  une  collection 
d'instruments  de  musique'.  The  text  is  the  same  in 
1914.  But  Paul  Joanne  writing  in  191 1  refers,  somewhat 
inaccurately,  to  the  Salle  Gambart  as  containing  '4 
frises  sur  panneaux  .  .  .  de  N.  de  Keyser',  hanging 
beside  the  musical  instruments.6  Various  guide  books 
continue  to  refer  to  the  pictures  up  to  1925.  Others 
allude  to  the  museum,  without  mentioning  the  pictures. 
One  can  already  detect  signs  of  their  inexorable  slide 
into  oblivion. 
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In  1926  the  town  of  Nice  decided  to  acquire  a  large 
house  in  the  Avenue  des  Beaumettes,  which  was 
destined  to  become  the  Musee  des  Beaux-Arts  Jules 
Cheret.  Many  works  of  art  were  removed  there  for 
display,  together  with  appropriate  inventories.  Shortly 
after  this  removal  the  four  huge  de  Keyser  pictures 
vanished. 

It  is  now  necessary  for  me  to  lapse  into  the  first 
person.  By  the  beginning  of  1970  I  had  begun  research 
for  a  biography  of  Gambart  and  two  of  many  quests, 
in  May  that  year,  were  the  search  in  Nice  for  his 
marble  palace  and  for  the  de  Keyser  pictures.  I  was 
successful  in  the  first  but  not  the  second.  No  one  had 
ever  heard  of  the  pictures,  let  alone  seen  them.  My 
wife  and  I  were  kindly  received  by  Gustavc-Adolphe 
Mossa,  director  of  the  Musee  Cheret.  He  had  known 
Gambart,  had  achieved  fame  in  his  youth  as  a  Symbolist 
painter  and  w  as  then  in  the  last  year  of  a  long  life. 
Politely,  he  told  me  that  he  knew  nothing  of  de  Keyser 
or  his  pictures.  It  w  as  the  same  story  at  Les  Palmiers, 
w  hich  now  houses  the  archives  of  Nice.  Everywhere  I 
was  met  with  polite  but  dismissive  shrugs.  No  one 
knew  anything  of  them;  nor,  for  that  matter,  was  it 
easy  for  me  to  describe  what  I  had  never  seen.  Through- 
out our  stay  in  Haut-de-Cagnes,  we  were  the  guests  of 
Diana  Holman-Hunt,  the  granddaughter  of  the  artist 
Gambart  had  known  so  w  ell. 

During  the  next  year  I  made  spasmodic  enquiries  in 
other  less  likely  quarters:  all  to  no  avail.  Enjoying  the 
same  hospitality,  we  made  further  enquiries  in  Nice  in 
May  1 97 1 .  It  w  as  the  same  story  again.  By  early  1972 
I  still  had  much  research  to  do  in  Nice,  but,  lacking 
both  time  and  limitless  resources,  I  appointed  M.  Jean 
de  Walquc  of  Spa,  a  gentleman  who  had  already 
assisted  me  greatly  in  researching  Gambart's  later 
years,  to  try  to  locate  the  pictures.  In  spite  of  exhaustive 
enquiries  he  achieved  only  a  little  more  success  than  I. 
At  one  point  the  trail  grew  distinctly  warm.  At  the 
Musee  Cheret  a  register  of  acquisitions  had  come  to 
light.  In  this,  briefly  described  and  numbered  591-594 
and  'don  de  M.  Gambart,  1902',  were  the  four  pictures. 
This  was  on  20  April  1972.  He  was  asked  to  return  the 
follow  ing  day,  when  he  would  be  shown  the  pictures. 
When  he  returned,  he  was  told  that  the  entire  museum 
had  been  searched  from  top  to  bottom,  that  the  pictures 
had  disappeared  without  leaving  any  trace  in  writing 
or  in  the  memories  of  the  staff.  It  was  suggested  that 
these  pictures  were  decorating  the  w  alls  of  some  public 
building,  doubtless  outside  Nice. 

M.  de  Walque  returned  to  Spa  defeated  in  respect  of 
the  pictures.  Meanwhile  in  Nice  the  search  proceeded 
apace,  this  time  by  the  museum  authorities.  On  16  May 
M.  de  Walque  received  a  letter  saying  that  after  an 
enquiry  and  a  further  search  the  pictures  had  been 
found  at  the  Musee  Cheret,  rolled  up,  and  all  four  in 
one  case!  After  expressing  thanks,  M.  de  Walquc 
promptly  asked  for  photographs  :o  be  taken,  offering, 
on  my  behalf,  to  undertake  the  cost.  It  was  appreciated, 


not  least  by  us,  that  the  photographing  of  the  great 
pictures  w  ould  present  a  formidable  problem.  For  the 
next  three  months  we  w  aited  for  the  photographs.  In 
vain. 

I  was  impelled  by  a  powerful  new  incentive,  and 
had  still  a  little  more  to  do  in  Nice;  the  location  of  the 
family  holiday  rin  August  was  therefore  a  foregone 
conclusion.  The  last  three  weeks  of  the  month  were 
spent  in  Haut-de-Cagnes.  Taking  up  where  M.  de 
Walque  had  left  off,  my  wife  and  I  made  persistent 
efforts  to  try  and  arrange  for  the  pictures  to  be  photo- 
graphed. And  these  were  eventually  successful.  On 
24  August  1972,  I  was  informed  that  at  9  a.m.  on  the 
following  day  the  photographic  session  would  take 
place  at  the  Musee  Cheret.  When  the  great  day  arrived 
the  authorities,  at  last,  could  not  have  been  kinder  and 
more  helpful,  considering  the  difficulties.  I  am  particul- 
arly indebted  to  the  persistence  and  energy  of  M.  Leon 
de  Groer,  then  Director  of  the  Museums  of  Nice. 

Under  his  supervision  and  under  an  already  blazing 
hot  sun  we  were  able  to  see,  rolled  out  one  by  one  like 
so  many  carpets,  the  four  pictures  which  had  been  seen 
by  only  a  select  few  for  a  quarter  of  a  century,  had  been 
in  semi-oblivion  for  the  same  length  of  time,  and  in 
total  oblivion  for  a  further  quarter  of  a  century.  A  local 
photographer  mounted  an  immensely  tall  step-ladder 
to  take  perhaps  the  first  photographs  of  these  pictures, 
which  were  laid  out  below  on  the  gravel  drive  outside 
the  museum.  Attendants  leaped  deftly  over  the  surfaces 
of  these  pictures,  in  bare  feet,  removing  pebbles  and 
grasshoppers.  One  grasshopper,  responding  to  the 
irresistiblecharmof  Millais's  face,landed  on  it  fairly  and 
squarely.  The  photographic  session  was  done  at  great 
speed,  before  the  first  visitors  to  the  museum  were 
admitted  -  and  they  were  arriving  in  increasing  num- 
bers. As  soon  as  the  photographer  had  finished,  the 
pictures  were  rolled  up,  placed  in  the  box,  and  returned 
to  their  sepulchre.  They  were  in  excellent  condition, 
and  it  was  possible,  in  the  limited  time  available,  to  find 
much  to  admire  in  de  Keyser's  free  and  light-keyed 
handling  of  the  paint.  I  reflected,  as  we  left,  that  had 
Gambart  been  alive  to  w  itness  the  event,  it  would  have 
been  an  occasion  attended  by  Prefect  and  Mayor  with 
full  Gallic  pomp,  enlivened  with  brave  speeches  and 
military  bands. 


NOTES 

1 .  Zadel  Barnes  Gustafson :  'Nicaise  de  Keyser', 
article  in  Harper's  Monthly  Magazine  (1 883). 

2.  Henri  Hymans:  'Notice  sur  la  vie  et  les  travaux  de 
Nicaise  de  Keyser',  published  in  L' Annuaire  de 

I' Academic  Royal  de  Belgique  (1889),  pp.  287-375. 

3.  Hippolyte  Mayrargues:  'De  Villa  en  Villa' 
(Nice,  1877),  p.  74. 

4.  Le  Monde  Elegant,  20  March  1 878. 

5.  Op.  nr.,  p.  375. 

6.  Paul  Joanne,  'Provence'  (191 1),  p.  386. 
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Although  many  Bow  porcelain  figures  arc  known  to  have  been  derived  from  engravings, 
no  source  has  hitherto  been  suggested  for  the  well-known  figure  of  a  huntsman.  Bevis 
Hillicr  bases  on  circumstantial  evidence  his  theory  that  the  figure  was  adapted  from  an 
engraved  huntsman  in  the  cartouche  of  the  trade  card  of  William  Cole,  an  unknown  early 
eighteenth-century  copperplate  engraver. 


ORIGINS  OKA  ROW  FIGURE? 

Bevis  Hillicr 


i.  Figure  of  a  huntsman, 
Bow,  c.  1756. 
Height:  61  inches. 
Victoria  and  Albert  Museum 


IT  is  well  established  that  many  figures  in  Bow 
porcelain  are  derived  from  engravings.  The  large 
portrait  figures  of  Kitty  Clive  and  Henry 
Woodward  as  the  Fine  Lady  and  Gentleman  in 
Garrick's  farce  Lethe  were  based  respectively  on  an  en- 
graving by  Charles  Mozlcy  and  a  mezzotint  by  James 
McArdell  after  a  painting  by  Hayman,  both  published 
in  1750. 1  The  early  figure  of  an  actor  as  Falstaff  was 
derived  not  from  the  mezzotint  by  McArdell  showing 
James  Quin  in  the  part,  but  from  an  earlier  engraving 
of  1743  by  C.  Grignion  after  Francis  Hayman.2  The 
standing  or  seated  Muses,  some  of  which  bear  the  mark 
of  'Mr.  Tebo',  were  copied  from  mainly  unidentified 
French  engravings;  Clio  was  probably  adapted  from 
the  frontispiece  to  the  works  of  the  Abbe  de  Saint  Real, 
by  D.  Coster,  c.  1700.3  The  source  of  a  fortune-telling 
group  was  an  engraving  after  Boucher.4  Two  groups 
with  Chinese  figures  symbolising  Fire  and  Air  also 
came  from  Boucher  engravings,3  and  a  group  of  two 
Chinese  kneeling  before  a  goddess  from  an  engraving 
after  Watteau.6  Large  standing  portraits  of  the 
Marquess  of  Granby  and  General  Wolfe,  commemora- 
ting victorious  battles  against  the  French  at  Minden  and 
Quebec  in  1759,  were  taken  from  engravings  by- 
Richard  Houston,  of  which  the  Granby,  after  a  painting 
by  Reynolds,  was  published  in  1760. 7 

Examples  can  be  multiplied;  yet  no  engraved  source 
has  so  far  been  suggested  for  the  well-known  figure  of 
a  huntsman,  known  in  both  coloured  examples  (as  in 
the  Victoria  and  Albert  Museum  specimen,  No.  1)  and 
in  plain  white  versions.  The  purpose  of  this  article  is  to 
suggest,  not  without  some  doubts  and  diffidence,  a 
possible  engraved  origin  for  this  figure. 

In  the  Print  Room  of  the  British  Museum  is  a  set  of 
leather-bound  scrapbooks  compiled  by  the  antiquary 
|amcs  Hughes  Anderdon,  relating  to  the  history  and 
constituent  artists  of  the  Society  of  Artists,  an  enter- 
prising assembly  which  held  the  first  British  public  art 
exhibition  in  1760  and  was  a  forerunner  of  the  Royal 
Academy  of  Arts,  founded  in  1768.  One  of  Anderdon's 
volumes  contains  two  engraved  portraits  (Nos.  2  and  3) 
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4.  Trade  card  of 
William  Cole, 
from  the 

Anderdon  album. 
British  Museum. 


of  Thomas  Frye,  an  accomplished  mezzotint  artist, 
who  was  a  member  and  exhibitor  of  the  Society  of 
Artists.  (Frye  executed  an  admirable  mezzotint  self- 
portrait,  not  included  in  the  Anderdon  albums.)  In 
the  same  volume  as  the  two  Frye  portraits  was  the 
trade  card  of  William  Cole,  engraver  (No.  4).  Cole 
does  not  appear  to  have  been  a  member  ot  the  Society 
of  Artists;  indeed,  it  has  proved  impossible  to  discover 
anything  about  him  at  all. 

A  note  pasted  into  the  Anderdon  album  beneath  the 


\ 

trade  card,  and  possibly  in  Anderdon' s  hand,  records 
'trom  Mr.  Handley's  curious  Collection  sold  1843.  fi 
work  of  about  1740  to  60.  -  "Soli  Deo  Horlbr  c 
Gloria"  is  his  motto'.  I  have  equally  been  unable  t< 
trace  a  record  of  the  Handley  sale;  neither  is  Cole 
trade  card  included  in  the  collection  of  Sir  Ambro*. 
Heal. 

In  the  bottom  left-hand  corner  of  the  trade  card  is 
hgurc  of  a  huntsman  (No.  5).  His  arms  and  legs  are  ii 
almost  the  same  positions  as  those  of  the  Bow  figure 
though  a  staff  in  his  right  hand  has  become  a  gun  in  hi 
left  hand  and  a  dog  has  been  added  at  his  feet.  My  cas 
for  regarding  the  engraving  as  a  likely  origin  tor  th 
figure  rests  on  circumstantial  evidence.  First,  althoug 
it  has  not  been  possible  to  establish  Cole  as  a  member  0 
the  Society  of  Artists,  why  should  Anderdon  have  paste* 

5.  Detail  of  the  Cole  trade  card, 


5.  Bow  huntsman  and  female  companion  sold  at  Sotheby's  on  17  October,  1972. 


the  trade  card  into  an  album  explicitly  relating  to  that 
Society  -  and  a  volume  of  that  album  containing  two 
engraved  portraits  of  Thomas  Frye  -  unless  he  knew  of 
;some  connection  between  Cole  and  the  Society? 

Secondly,  the  presumed  date  of  the  engraved  trade 
card  is  quite  consistent  with  its  use  for  adaptation  in 
the  Bow  figure,  which  is  listed  in  orders  drawn  up  111 
1756  by  John  Bowcocke,  general  clerk  to  the  factory.8 
To  prevent  cracking  in  the  kiln,  it  would  be  reasonable 
for  the  adapter  to  replace  the  thin  fragile  staff  with  a 
more  robust  sporting  gun.  As  for  the  left-handedness 
of  the  Bow  figure,  it  is  worth  noting  that  the  so-called 
Muses  modeller'  of  Bow  made  his  figure  of  Liberty 
(c.  1754)  resting  on  a  staff  held  in  the  left  hand.9  The 
Victoria  and  Albert  Museum  figure  has  a  central  pouch 
hanging  on  the  belt,  which  is  not  present  in  the  engrav- 
ing ;  but  a  version  of  the  huntsman  sold  at  Sotheby's  on 
17  October,  1972  (No.  6)  has  no  pouch,  in  keeping 
with  the  trade  card  figure. 

However,  with  the  Sothcby  figure,  another  problem 
arises:  it  was  sold  with  a  female  companion,  evidently 


en  suite.  It  would  of  course  be  perfectly  feasible  for  the 
Bow  modeller  to  give  the  huntsman  a  wholly  original 
companion;  but  the  suspicion  must  remain  that  the 
figures  may  derive  from  a  pair  of  originals,  possibly  of 
Meissen  porcelain,  from  which  so  many  Bow  figures 
were  copied. 


NOTES 

1.  Arthur  Lane,  'English  Porcelain  Figures  of  the 
Eighteenth  Century',  London,  1961,  p.  86. 

2.  Loc.  cit. 

3.  Ibid,p.&7. 

4.  Loc.  cit. 

5.  Ibid,  p.  88. 

6.  Loc.  cit. 

7.  Ibid,  p.  90. 

8.  Loc.  cit. 

9.  Ibid,  plate  45. 
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In  1973  a  painting  sold  for  -£2,900  at  Bonham's  was  attributed  to  Francois  Boucher  (with 
supporting  certificate  from  Max  Friedlander)  and  was  alleged  to  have  come  from  the  collectio 
of  Herman  Goering.  Jeffery  Daniels,  Curator  of  the  Geffrye  Museum,  London,  regarded  th 
attribution  as  challengingly  unsatisfactory,  and  in  this  article  proves  that  the  painting  is  in  fac 
by  the  early  eighteenth-century  master  of  Chardin,  Pierre-Jacques  Cazes,  many  of  whose  work 
were  destroyed  or  lost  during  the  French  Revolution. 


GOERINGS  BOUCHER' 
REATTRIBUTED 


Jeffery  Dm  lie  Is 


ON  8  April  1973,  the  Sunday  Times  devoted  an 
'Insight'  feature  to  the  story  of  Herman 
Goering's  war  loot,  a  subject  which  was  given 
relevance  by  the  impending  appearance  at  Bonham's 
salerooms1  of  a  painting  attributed  to  Francois  Boucher 
which  allegedly  came  from  this  source.  Given  the  title 
Apollo  waiting  upon  Venus,  it  was  being  offered  for  sale 
with  a  certificate  of  authentication  signed  by  Max 


Friedlander2  dated  11  August  1938,  when  he  wa 
Director  of  the  Kaiser  Friedrich  Museum  in  Berlin,  ant 
according  to  which  it  came  from  the  collection  of  th] 
last  King  of  Poland,  Stanislas  Augustus  Poniatowski. 
The  Sunday  Times  published  a  photograph  of  the  mail 
group  of  figures,  which  served  to  demonstrate  fairh 
obviously  that  the  attribution  to  Boucher  was  improb- 
able and  also  to  give  the  present  writer  the  opportunity 
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of  correcting  it.  The  chance  discovery  four  days  later, 
of  an  engraving  of  the  picture,  in  reverse,  provided  the 
essential  clue,  since  the  inscription  was  fortunately 
complete,  giving  the  correct  title,  Apollon  et  Isse,  the 
engraver,  Charpcnticr,  and  most  important,  the  artist, 
Cazcs.  A  spot  check  in  standard  reference  books4 
yielded  little  apart  from  the  information  that  Pierre- 
Jacques  Cazcs  (1676-1754)  was  the  master  of  Chardin, 
who  was  apprenticed  to  him  in  171 8,  and  that  his 
portrait  (No.  4)  was  painted  by  J.  A.J.  C.  Aved  (1702- 
1766).  However,  contemporary  sources  were  more 
forthcoming,  and  Dezallicr  d' Argenville,  in  his  'Abrcge 
de  la  vie  des  plus  fimcux  pcintres'  (1762),  devotes  six 
and  a  half  pages  to  liis  life  and  works  (Vol.  iv,  pp.  397- 
403). 

Born  in  Paris,  he  made  his  earliest  studies  from 
drawings  lent  to  him  by  the  concierge  of  the  Academie 
Royale  de  Pcinture  et  de  Sculpture,  of  which  he  sub- 
sequently, in  1703,  became  a  member  and  later  succes- 
sively Adjoint  a  Professenr,  1715,  Professeur,  1718, 
Recteur  and  Directeur,  1744,  and  finally  Chancelier,  1746. 
After  an  unsatisfactory  three  years  in  the  studio  of 
Houasse,  he  moved  on  to  that  of  Boullongne  the  elder, 
where  he  spent  six  years,  achieving  a  reputation  as  that 
master's  best  pupil.  His  chance  of  going  to  Rome  was 
lost  because  of  a  political  change,  and  did  not  recur,  but 
in  spite  of  this  he  rapidly  established  himself  as  a 
painter  of  history  pictures,  mainly  religious  or  myth- 
ological. Dezallicr  d'Argenville  praises  him  in  both 
areas:  Yil  s'agissoit  d'un  tableau  de  devotion,  un  style 


male  et  majestucux  ctoit  repandu  partout;  dans  un 
sujet  de  metamorphose,  on  y  trouvait  les  tetes  les  plus 
aimablcs,  et  les  Graces  se  chargeoient  du  reste'.5  Cer- 
tainly the  Apollon  et  Isse"6  is  a  graceful  work,  if  perhaps 
rather  mannered,  but,  more  important,  it  is  included 
by  Dezallicr  in  his  list  of  the  artist's  works,  as  engraved 
by  Vallee  (No.  i)7  and  it  was  one  of  a  set  of  four  'sur- 
prises de  l'amour',  the  others  being  Hercule  et  Omphale, 
Psiclte  et  I' Amour  and  Achille  et  Deidamie.  The  story  of 
Apollo  and  Isse  is  recounted  by  Ovid  :8  the  god  became 
enamoured  of  Isse,  a  daughter  of  Macareus,  one  of  the 
companions  of  Ulysses,  and  in  order  to  win  her  he 
disguised  himself  as  a  shepherd,  the  only  indications  of 
which  in  the  painting  are  the  crook  and  the  fur  trim  to 
Apollo's  brilliant  pink-red  cloak.  The  engravings  are 
dated  1721  and  so  the  pictures  presumably  date  from 
shortly  before. 

Six  years  later,  in  1727,  the  Due  d'Antin,  Protectcur 
of  the  Academie  Royale  organised,  in  the  name  of  the 
young  King  Louis  xv  the  famous  conconrs,9  in  which 
twelve  painters,10  including  Cazes,  were  invited  to 
participate,  a  total  of  five  thousand  livres  in  prize- 
money  being  offered.  Dezallicr  tells11  how  Cazes, 
uncertain  whether  or  not  to  take  part,  was  persuaded 
by  his  friends  to  do  so,  submitting  a  Naissance  (or 
Triomphe,  according  to  the  list  published  in  the  Mcrcure 
de  France12)  de  Venus,  which  sadly  'augmenta  le  nombre 
des  mediocres,  et  ne  put  lutter  contre  les  trois  qui 
remporterent  la  victoire'. 13  Mediocre  or  not,  the  picture 
seemed  to  be  lost,  until,  on  a  recent  visit  to  the  Bowes 
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GOERING  S    BOUCHER  REATTRIBUTED 


i.Pierre-Jacques 

.lAZES. 

Triomphe  de  I  'cutis, 

121- 

hwes  Museum, 
laniard  Castle. 


.  Pierre-Jacques 
]azes. 

roilette  de  Venus, 
ichloss  Charlottcnburg, 
krlin. 


Museum,  Barnard  Castle,  the  present  writer  came 
across  a  large  colourful  work  called  a  Triumph  o) 
Ampliitrite  and  attributed  to  Noel-Nicholas  Coypel,14 
which  seems  almost  certain  to  be  Cazcs's  concoitrs 
entry  (No.  2).  The  only  difficulty  in  accepting  this 
identification  is  the  size,  since  all  the  pictures  had  the 
same  dimensions,  as  we  know  from  a  letter  from 
Antoinc  Crozat  to  Rosalba  Carricra,  dated  15  May 
1727:15  'Douze  jcuncs1*'  peintres  de  l'Academie  ont 
expose  chacun  un  tableau  d'egale  grandeur . . .'  and  two 
of  the  known  surviving  canvases  (both  at  Nancy, 
Musee  des  Beaux-Arts17)  arc  somewhat  larger.  How- 
ever, the  canvas  (winch  has  been  relincd) 1 8  could  easily 
have  been  cut  down,  as  the  composition  docs  seem 
rather  cramped,  especially  at  the  top.  Stylistically  the 
attribution  to  Cazes  is  inescapable:  his  putti  are  highly 
distinctive,  being  called  'douillets  et  coeffes  de  grand 
gout'  by  Dezallier.19  The  one  (on  the  right)  holding 
up  the  drapery  over  Venus  in  the  Bowes  picture  is 
identical,  in  reverse,  to  Cupid  in  the  Apollon  et  Isse  and 
a  comparison  with  the  Toilette  de  Venus  (No.  3)  at 
Schloss  Charlottenburg,  Berlin  is  also  relevant:  the  face 
of  Cupid  there  has  precisely  the  same  expression  as  the 
putto  on  a  dolphin  in  the  bottom  left  hand  corner  of 
what  now  must  be  called  the  Triomphe  de  Venus  at  the 
Bowes  (No.  2). 20  If  there  were  any  doubt  as  to  the 
subject-matter,  the  presence  of  the  two  doves,  just  to 
the  left  of  the  main  figure,  ought  to  remove  it,  since 
they  arc  the  goddess's  most  usual  attribute. 

Cazes  was  one  of  a  number  of  peintres  d'histoire  work- 
ing in  France  in  the  first  half  of  the  eighteenth  century, 
most  of  whose  pictures,  for  the  churches,  convents  and 
palaces  of  the  ancien  regime  were  destroyed  or  lost  at 
the  Revolution,  and  it  is  thus  all  the  more  satisfying  to 
be  able  to  add  to  the  corpus  of  his  surviving  works. 
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NOTES 

1.  Sold  7juue  1973  for  £2,900  (lot  58).  It  was 
mentioned  unflatteringly  by  Geraldine  Norman  in 
1  In-  Times  (8  June)  and  also  on  the  same  date  by  the 
Art  Sales  correspondent  of  the  Daily  Telegraph. 
John  Hopc-Falkner  discussed  and  illustrated  it  in 

Art  &  Antiques  Weekly,  Vol.  10,  No.  n  (i6June  1973). 

2.  A  photocopy  belongs  to  the  owner  of  the  picture; 
the  original  seems  to  have  been  lost. 
It  is  not  however  listed  in  the  catalogue  of  the 
collection,  edited  by  T.  Mankowski  (1932). 
For  example,  'Art  and  Architecture  of  the 
Eighteenth  Century  in  France'  by  Wend  Graf  Kalnein 
and  Michael  Levey,  Pelican  History  of  Art,  1972. 
E.  Lucie-Smith,  'A  Concise  History  of  French  Painting* 
(1971),  p.  155  dismisses  him  as  'uninspiring'. 
P.  399. 

Canvas,  14J  X  23I  inches  (37.5  X  60.3  cm.) 
Private  collection. 

P.  403  :  in  this  engraving  the  composition  is  not 
reversed.  The  writer  is  grateful  to  Mile.  Isabelle  Julia, 
who  is  writing  a  thesis  on  Cazes,  for  sending  him 
photographs  of  these. 
'Metamorphoses',  6,  v.  24. 
The  best  account  is  in  Paul  Mantz, 
'Francois  Boucher,  Lemoyne  et  Natoire' 
(Paris,  1880),  pp.  22-23. 
10.  The  others  were:  F.  Lemoyne,  J-F.  de  Troy,  Charles 
Coypel,  H.  de  Favannes,  J.  Restout,  Collin  de  Vermont, 
Noel  Coypel,  Masse,  Courtin,  Antoine  Dieu  and  Galloche. 
P.  400. 

Quoted  in  Mantz,  op.  cit.,  loc.  cit. 
The  prize  was  divided  between  De  Troy  and 
Lemoyne,  much  to  the  annoyance  of  the  former, 
who  excused  himself  from  the  presentation 
(3oJune,  1727)  on  the  ground  of  indisposition. 
Cazes  was  not  present  either  (Proces-Verbaux  de  l'Academie 
Royale  de  Peinture  et  de  Sculpture,  1727,  Vol.  v,  1883, 
pp.  27-28).  A  third  competitor,  Charles  Coypel, 
was  rewarded  by  the  acquisition  for  the  king  of  his 
Andromede,  now  in  the  Musee  du  Louvre. 
It  hangs  in  Room  1 1,  and  can  be  seen  in  the 
photograph  reproduced  as  plate  7,  p.  5,  in  the 
Guide  to  the  museum  (1973). 
Quoted  in  Mantz,  op.  cit.,  loc.  cit. 

16.  Cazes  was  fifty  at  the  time  and  others  even  older. 

17.  Lemoyne's  Continence  de  Scipion  is  147  X  207  cm.  and 
De  Troy's  Repos  de  Diane  130  X  196  cm. 

The  Bowes  canvas  now  measures  119  X  180.5  cm. 

18.  In  a  letter  to  the  writer,  dated  29  July  1975, 

Bryan  Crossling,  Keeper  of  Art  at  the  Bowes  Museum, 
states:  'As  it  has  been  lined  there  is  no  visible  material 
evidence  for  or  against  its  having  been  cut  down'. 
P-  3991  'douillet'  can  mean  either  'effeminate'  or 
merely  'delicate'.  (Cassell's  French-English  Dictionary, 
20thed.,  1946). 

Apparently  Pierre  Rosenberg  of  the  Musee  du  Louvre 
came  to  the  same  conclusion  when  he  saw  the  picture 
some  years  ago.  The  writer  is  most  grateful  to 
Bryan  Crossling,  and  to  the  Director  of  the 
Bowes  Museum,  Michael  H.  Kirkby,  for  their 
help  in  his  researches. 


11. 
12. 
13. 


14 


15- 


19. 


20. 


Right. 

\.].  A.J.  C.  Aved. 
'ortrait  of 

?ierre-Jacques  Cazes. 
Zhatcau  de  Versailles. 
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The  discovery  of  the  missing  sketch  for  Ricci's  Hercules  battling  with  the  Centaur  Nessus  allows 
historians  to  make  a  fuller  and  more  satisfactory  assessment  of  Ricci's  outstanding  decorative 
cycle  in  Palazzo*  Marucelli  and  his  work  for  the  Duke  of  Portland  at  his  town  house  in  St. 
James's  Square,  London. 


A  BOZZETTO  BY  SEBASTIANO  BIGCI 

for  Palazzo  Marucelli 


Jeffery  Daniels 

The  important  decorative  cycle  by  Scbastiano 
Ricci  (165  9-1 73  4)  in  Palazzo  Marucelli, 
Florence,  was  considered  at  some  length  by  the 
present  writer  in  an  earlier  number  of  The  Connoisseur, 1 
but  the  recent  discovery2  ina  private  collection  in  Rome, 
of  an  oil  sketch  for  one  of  the  frescoes  in  the  Sala 
d'Ercole  throws  additional  light  on  the  creation  of  that 
magnificent  room.3  The  bozzetti  for  two  of  the  prin- 
cipal scenes,  The  Choice  of  Hercules  and  Hercules  and 
Cacus  are  in  the  Galleria  degli  UfFizi,4  having  been 
published  in  1924  by  Carlo  Gamba,5  but  until  now 
that  for  the  third  scene,  Hercules  battling  with  the  Centaur 
Nessus,  had  not  come  to  light. 

Roughly  the  same  width  as  the  others,  it  is  slightly 
shorter,  having  possibly  lost  about  twelve  centimetres 
at  the  bottom,  but  the  vigorous  brushwork  is  identical, 
and  there  are  good  touches  of  impasto,  notably  on  the 
centaur's  forelegs  and  the  abandoned  quiver.  The 
colouring  is  predominantly  olive-green  and  brown, 
with  the  drapery  over  Nessus  in  dark  red,  as  well  as  the 
quiver,  which  in  the  fresco  is  changed  to  yellow.6  How- 
ever, the  most  significant  difference  between  the 
bozzetto  and  the  fresco,  apart  from  the  addition  of  what 
looks  like  a  subsidiary  rape  on  the  right,  is  in  the  pose 
of  Dejanira:  in  the  sketch  she  is  shown  kneeling  on  a 
bank,  a  most  unusual  conceit  which  the  artist  aban- 
doned in  the  fresco,  showing  her  standing,  holding  up 
her  drapery  with  one  hand  and  making  a  singularly 
feeble  conventional  gesture  with  the  other.7  As  some 
compensation  he  dresses  her  much  more  sumptuously 
in  elaborate  lilac  and  yellow  brocade  robes  instead  of 
the  simple  plain  pink  dress  of  the  bozzetto;  but  this 
hardly  makes  up  for  the  loss  of  originality. 

The  sketch  must  have  become  separated  from  the 

1.  Sebasiiano  Ricci. 

Ceiling  of 'The  Great  Room'  of  Portland, 

later  Norfolk  House,  St.  James's  Square,  London, 

oil  on  plaster. 


other  two  quite  early  on,  as  it  was  exhibited  in  Florence 
in  1767,  as  belonging  to  the  avvocato  Marchi:  entitled 
Ercole  che  uccide  il  centauro,  it  is  described  as  a  'modello' 
and  there  can  be  little  doubt  that  it  is  the  same  picture.8 
The  Sala  d'Ercole  happily  survives,  albeit  not  gener- 
ally accessible  to  the  public,9  but  another  great  decora- 
tive scheme  by  Ricci  inspired  by  the  labours  of  Hercules 
perished  at  the  hands  of  the  demolition  men  in  1938 
and  is  known  only  from  a  photograph.10  Tins  was  the 
ceiling  of  the  Earl  (later  Duke)  of  Portland's  'Great 
Room'  at  his  town  house  in  St.  James's  Square  in 
London,  which  eventually  became  Norfolk  House,11 
of  whose  glories  only  Borra's  splendid  Music  Room 
remains,  reconstructed  at  the  Victoria  and  Albert 
Museum.12  Attributed,  unaccountably,  by  Edward 
Croft-Murray13  to  Ricci's  rival  Gianantonio  Pellegrini 
(1675-1741),  it  is  an  unmistakable  work  by  Ricci  him- 
self.14  The  area  measured  approximately  twenty-five 
by  forty  feet,  and  the  ceiling  was  coved,  rising  to  a 
central,  shaped  oblong  panel  containing  an  Apotheosis 
of  Hercules;  the  long  sides  were  treated  as  elliptical, 
and  the  short  as  round  arches,  and  the  rest  of  the  surface 
was  covered  with  elaborate  stucco  decoration  of  great 
refinement,  apart  from  four  quatrefoil  reserves  at  the 
corners,  which  were  painted,  also  by  Ricci,  en  grisaille.15 
The  most  Ricciesque,  as  well  as  the  best  preserved 
section,  was  the  lunette  at  the  south  end,  showing  The 
Choice  of  Hercules,  a  subject  also  treated  by  the  artist  in 
the  Sala  d'Ercole  at  Palazzo  Marucelli  and  some  three  or 
four  years  earlier  (c.  1 702/ 3)  at  Palazzo  Fulcis  in  Belluno ; 
the  Portland  House  version  is  a  combination  of  these 
two,  reversed.  The  'thoughtful'  pose,  with  one  hand 
held  up  to  the  head  derives  from  the  Palazzo  Marucelli 
composition  (or  more  precisely  from  the  Umzi 
bozzetto16),  whereas  the  position  of  the  club  and  the 
general  distribution  of  figures  is  closer  to  that  at 
Palazzo  Fulcis.  The  female  on  the  left  representing 
Virtue,  is  also  highly  characteristic  of  Ricci.17  The 
opposite  lunette  was  destroyed,  probably  later  in  the 
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eighteenth  century,18  when  the  room  was  partitioned, 
and  those  on  the  long  sides  are  not  easy  to  interpret 
with  certainty;  both  were  separated  into  three  sections 
by  caryatids  in  fictive  sculpture,  recalling  the  Palazzo 
Colonna  ceiling  of  twenty  years  before.19  Of  the  sur- 
viving scenes,  that  in  the  centre  of  the  west  lunette 
could  be  either  Hercules  struggling  with  Death  for  the 
body  o/Alcestis  20  or  possibly  another  Hercules  and Nessus, 
as  there  seems  to  be  a  horse's  leg;  the  right-hand  section 
is  clearly  Hercules  and  the  Nemean  Lion.  The  left-hand 
section  of  the  cast  lunette  had  been  obliterated  before 
the  photograph  was  taken  and  die  central  section  again 
offers  two  possibilities:  cither  Hercules  and  Achclous  or 
Hercules  and  the  Cretan  Bull,21  as  Achelous,  who  was 
the  hero's  rival  for  the  hand  of  Dejanira,  turned  him- 
self into  a  bidl  for  the  trial  of  strength.  The  technique 
appears  to  be  oil  on  plaster,  judging  by  the  flaking  and 
peeling  visible  in  the  photograph,  and  this  would 
accord  with  contemporary  practice.22  On  dating,  the 
evidence  is  conveniently  precise:  the  Earl  of  Portland 
acquired  the  site  (of  what  was  eventually,  after  1722,  to 
become  the  Garden  Block  of  Norfolk  House)  c.  1710 
and  three  years  later  Lord  Berkeley  of  Stratton,  writing 
to  his  friend  the  Earl  of  Strafford  refers  to  the  'great 
room'  which  struck  him  as  'dark  and  unpleasant'.23  It 
looks  therefore  as  if  Ricci  worked  on  the  ceiling  early 
in  1 71 3  or  even  towards  the  end  of  the  previous  year; 
he  was  probably  working  for  the  same  patron  at  his 
country  house,  Bulstrode  Park,  in  the  autumn  of  1713, 
as  a  letter  from  Angela  Pellegrini  to  her  sister,  Rosalba, 
specifically  refers  to  Sebastiano  being  in  the  country. 
A  later  letter,  written  in  the  following  June  mentions 
that  he  docs  not  lack  for  work,  but  is  having  difficulty 
getting  money  out  of  'my  Lord  Portelant',24  which 
suggests  that  his  work  for  the  Earl  was  by  then  com- 
pleted. According  to  Thornhill's  Memorandum,25  Ricci 
was  paid  (in  due  course)  ^1000  for  three  rocms  in  the 
St.  James's  Square  house,  which  probably  included  the 
staircase,  which  was  slightly  off-centre,  occupying  two 
bays  of  the  nine-windowed  block,  the  'Great  Room' 
having  four  windows  and  the  other  room  three.  It 
seems  logical  to  assume  that  Ricci  decorated  the  whole 
of  the  piano  nohile,  although  Pellegrini  was  also  paid 
-£8oo26  for  work  there  and  Vertue,  writing  of  the 
house  (by  then  Norfolk  House)  in  172727  remarks  that 
'the  Paintings  of  Pellegrini  particularly  of  Ricci  are 
very  noble  and  fine  that  ornament  the  several  rooms  of 
tins  house'.  Elsewhere28  he  specifically  gives  the  stair- 
case to  Pellegrini :  'at  the  Duke  of  Portland's  in  St. 
James's  Square,  the  hall  and  staircase  and  one  or  two  of 
the  great  rooms'.  Be  that  as  it  may,  there  is  no  doubt  in 
the  mind  of  the  present  writer  that  the  ceiling  of  the 
'Great  Room'  was  the  work  of  Sebastiano  Ricci :  the 
winged  figure  of  Fame,  carrying  two  trumpets  and 
flying  with  one  leg  bent  at  the  knee,  that  can  be  dis- 
cerned in  the  centre  of  the  Apotheosis  just  below  the 
sharply  foreshortened  figure  of  the  hero,  is  virtually  a 
signature.29 


NOTES 

1.  Vol.  183,  No.  737, July  1973 '» PP- 166-179. 

2.  The  writer  is  extremely  grateful  to  Professor  Giuliano 
Brigand  for  the  indication,  and  to  the  owner  for 
allowing  the  picture  to  be  photographed. 

3.  J.  Daniels,  art.  cit.,  pp.  174-176.  It  is  also  described  and 
well  illustrated  by  Francesca  d'Arcais  in 

Anticluta  Viva,  Fasc.  4,  (1973),  pp.  21-27. 

4.  Nos.  9156  and  520  respectively. 

5.  In  Dcdalo,  Anno  v,  Vol.  i(June  1924),  pp.  289-3 14. 

6.  J.  Daniels,  art.  cit.,  col.  plate  p.  169. 

7.  It  would  be  interesting  to  know  whether  the  more 
conventional  final  version  was  the  result  of  criticism 
by  die  patron  or  of  a  failure  of  nerve  by  the  artist : 
one  suspects  the  former. 

8.  Fabia  Borroni  Salvadori,  'Le  espozione  d'arte  a  Firenze, 
1 674-1 767',  in  Mitteilungen  de  Ktmtshistorischen 
Institutes  in  Florenz,  xvm  Band  (1974),  Heft  1,  p.  1 17. 
The  writer  is  deeply  grateful  to  Olivier  Michel  for  a 
photocopy,  which  thus  provided  documentary 
evidence  of  the  provenance  at  virtually  the  same 
moment  as  the  discovery  of  the  picture  itself, 

a  fortunate  coincidence. 

9.  It  is  also  furnished  with  staggering  insensitivity : 
cf.  the  photograph  in  d'Arcais,  art.  cit.,  p.  23. 

10.  In  the  glc  Photographic  Archive  at  County  Hall, 
London. 

11.  See  the  Survey  of  London,  Vol.  xxrx  (i960) :  what 
became  the  Garden  Block  is  described  on  pp.  200-202, 
with  plans  and  an  elevation  as  fig.  39,  p.  201.  The 
relationship  of  the  block  to  the  eventual  layout  of  the 
site  is  shown  by  fig.  36,  p.  188.  Ricci's  ceiling  is 

plate  163  a  in  Vol.  xxx. 

12.  Desmond  Fitz-Gerald,  "The  Norfolk  House  Music 
Room'  (Victoria  and  Albert  Museum,  1973). 

13.  'Decorative  Painting  in  England,  1537— 1837', 
Vol.  n  (1970),  pp.  255-256;  he  also  locates  it  in  the 
'State  Bedroom'. 

14.  Cf.  the  compiler  of  the  Survey  (be.  cit.) :  'The  paintings 
. . .  seem  stylistically  to  be  more  probably  by 
Sebastiano  Ricci  than  by  Pellegrini . . .'. 

15.  The  surviving  medallion  at  the  south-west  corner  shows 
The  Infant  Hercules  strangling  the  serpent. 

16.  The  two  are  illustrated  together  in  Tlie  Connoisseur 
article,  pp.  174-175. 

17.  She  is  almost  Tiepolesque:  cf.  Arthur  Oswald  in 
Country  Life,  25  December,  1937,  p.  658. 

18.  Ibid,  p.  657. 

19.  Over  the  Sala  degli  Scrigni;  paid  for  in  1 696,  but 
probably  painted  c.  1693. 

20.  Survey,  be.  cit. 

21.  Ibid. 

22.  E.  Croft-Murray,  op.  cit.,  Vol.  r,  p.  276:  'It  will  not  be 
surprising ...  to  find . . .  that  some  of  the  rococo 
Venetians,  such  as  Pellegrini  and  Sebastiano  Ricci, 
abandoned  their  normal  fresco  secco  for  oil  when  they 
came  to  paint  on  English  walls'. 

23.  The  letters,  which  are  among  the  Wentworth  papers 
are  cited  in  the  Survey,  p.  190. 

24.  The  letters  were  published  by  Klara  Garas  in 
The  Burlington  Magazine  (1964),  pp.  130-131. 

25.  Dated  1717  and  submitted  by  him  as  a  standard  of 
comparison  by  which  the  fees  for  his  own  work  at 
Greenwich  should  be  assessed.  Published  in  the 
Walpole  Society,  Vol.  vi,  (1929),  p.  78. 

26.  Thornhill's  Memorandum  (see  note  25). 

27.  Notebooks,  Vol.  n,  p.  66;  Walpole  Society,  Vol.  xx  (1932). 

28.  Ibid.,  Vol.  1,  p.  38 ;  Walpole  Society,  Vol.  xvm  (1930). 

29.  Cf.  the  present  writer  in  The  Burlington  Magazine, 
August  1975,  P-  547  and  figs  67-72,  esp.  figs  67,  68  and 
71.  The  Gateshead  Ascension  would  be  virtually 
contemporary  with  the  ceiling  under  consideration, 
if,  as  seems  probable,  it  is  a  sketch  for  the  chapel  at 
Bulstrode,  which  Ricci  decorated  for  the  same  patron. 
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From  the  late  nineteenth  century  onwards,  there  has  been  a  series  of  successful  collaboration! 
between  painter  and  potter:  Gauguin  and  Chaplet;  Matisse  (and  others  of  the  Ecole  de  Paris 
and  Metthey;  Miro  and  Artigas;  Malevich  and  the  Revolution  porcelain  of  Russia.  One  import 
ant  collaboration  so  far  virtually  ignored  by  art  historians  and  ceramic  historians  is  that  betwee 
Cuthbert  Fraser  Hamilton,  the  Vorticist,  and  William  Staite  Murray,  who  in  Malcolm  Haslam' 
view  'must  have  shared  a  good  deal  of  common  aesthetic  ground,  both  of  them  regardin 
decorated  pottery  as  an  extension  to  the  means  of  abstract  expression'. 

SOME  VORTICIST  POTTERY 

Malcolm  Haslam 


Cuthbert  Fraser  Hamilton  (1884-1959)  re- 
mains a  shadowy  figure  of  the  Vorticist  move- 
ment. His  known  oeuvre  is  so  limited  that  it  has 
hardly  been  possible  to  form  any  meaningful  opinion 
of  his  artistic  standing.  He  was  a  central  Vorticist :  he 
left  the  Omega  Workshops  in  1913  with  Wyndham 
Lewis,  Etchclls  and  Wadsworth,  he  participated  in  the 
'Post-Impressionist  and  Futurist  Exhibition'  in  October 
the  same  year,  he  joined  the  Rebel  Art  Centre  in  the 
spring  of  1914,  and  he  contributed  to  Blast  No.  1  and 
was  a  signatory  to  its  manifesto.  But  after  he  exhibited 
with  Group  x  at  the  Mansard  Gallery  in  1920,  he  dis- 
appears from  art-historical  view. 

At  the  Group  x  exhibition,  as  well  as  paintings  and 
drawings,  he  showed  pottery  made  at  the  Yeoman 
Potteries.  Examples  of  this  pottery  and  some  informa- 
tion about  the  enterprise  have  at  last  come  to  light 
(colour).  Collaborating  with  Hamilton,  and,  one  may 
presume,  providing  most  of  the  technical  expertise, 
was  the  studio-potter  William  Staite  Murray  (1881- 
1962),  who  in  the  1920s  became  one  of  Europe's  most 
successful  ceramic  artists.  From  1927  he  was  a  member 
of  the  Seven  and  Five  Society  and  exhibited  that  year 
with  Ben  Nicholson  and  Christopher  Wood.  He  con- 
tinued to  show  his  work  annually,  at  the  Lefevre 
Gallery,  until  1939  when  he  went  to  Southern 
Rhodesia  where  he  settled,  not  producing  any  more  of 
the  stoneware  vases  and  bowls  w  hich  had  justly  made 
him  so  famous. 

The  collaboration  between  Hamilton  and  Murray 
during  the  First  World  War  was,  in  its  wider  signifi- 
cance, comparable  to  other  ventures  in  European  art  of 
the  last  hundred  years  where  painter  and  potter  have 
joined  forces.  An  early  and  remarkable  instance  was  the 
partnership  of  Paul  Gauguin  and  Ernest  Chaplet; 
extending  through  the  period  of  the  Yeoman  Potteries 
was  the  co-operation  between  the  Asnieres  potter 
Andre  Metthey  and  several  masters  of  the  'ecole  de 
Paris'  including  Matisse,  Derain,  Vlaminck  and 
Rouault;  later  came  the  pottery  made  by  Llorens 
Artigas  and  decorated  by  Joan  Miro,  an  outstanding 
achievement  which  adorns  the  Fondation  Maeght.  An 


interesting  aspect  of  the  Hamilton-Murray  ceramics 
that  there  are  few  other  instances  of  Cubist  and  abstract 
Cubist  designs  appearing  on  pottery  of  that  date.  Per 
haps  the  only  comparable  and  nearly  contempora 
example  is  the  porcelain  decorated  with  Suprematis 
designs  by  such  artists  as  Malevich  and  Suetin. 

In  England  during  the  first  two  decades  of  this 
century  a  considerable  amount  of  art-pottery  was 
decorated  with  painted  designs.  The  pottery  winch 
dominated  the  Arts  and  Crafts  Exhibitions  and  the 
pages  of  The  Studio  yearbooks  of  decorative  art  was 
Pilkington's  lustreware  and  the  painted  pottery  of 
Alfred  and  Louise  Powell,  both  of  which,  like  the  work 
of  William  De  Morgan,  were  derived  from  Islamic 
pottery.  Painted  wares,  generally  referred  to  as  'faience', 
could  be  made  in  the  still  quite  rudimentary  technical 
conditions  winch  prevailed  at  the  few  art-schools  where 
pottery  was  taught  at  all.  William  Staite  Murray 
studied  at  Camberwell,  c.  1912-1913,  where  the  prin- 
cipal, W.  B.  Dalton,  and  A.  G.  Hopkins  who  headed 
the  ceramics  department  were  both  making  'faience'  at 
the  time. 

In  founding  the  Omega  Workshops,  Roger  Fry's 
basic  intention  was  to  provide  decorative  work  for 
starving  artists,  so  the  most  suitable  pottery  to  produce 
was  'faience'  (Nos.  1  and  2).  Much  of  the  pottery  made4 
by  Fry  himself  was  glazed  white  or  turquoise  and  left 
undecoratcd ;  but  the  Omega  pottery  was  'made  for  the 
most  part  with  a  white  tin-glaze  analogous  to  that  of  the 
old  Delft',  to  quote  a  Workshops  catalogue  off.  1914- 
191 5.  The  early  seventeenth-century  English  Delft  was 
one  of  the  star  attractions  of  an  exhibition  of  English 
earthenware  and  stoneware  at  the  Burlington  Fine  Arts 
Club  in  the  early  spring  of  1914.  It  was  probably  this 
ware,  with  its  bright,  loosely  painted  decoration  re- 
sembling the  art  of  Parisian  painters  such  as  Matisse  and 
Derain,  which  inspired  the  decoration  not  only  of 

Colour. 

Bowls,  earthenware,  with  painted  decoration  by 
Cuthbert  Hamilton,  made  by  William  Staite  Murray 
at  the  Yeoman  Potteries,  c.  1915. 
Collection  Mrs.  H.  M.  Murray. 
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Omega  pottery  but  also  of  the  ware  which  Carter  and 
Company  of  Poole  began  to  produce  at  about  the  same 
time  (No.  3).  It  was  at  Carter's  that  Fry  was  given 
facilities  to  make  pottery,  and  no  doubt  his  enthusiasms 
affected  the  artists  there.  Another  of  his  enthusiasms 
was  for  the  peasant  pottery  of  North  Africa,  examples 
of  which  were  on  sale  at  the  Omega  Workshops.  The 
vase  on  the  right  in  the  illustrations  of  Omega  pottery 
shown  here,  and  the  covered  vase  by  Carter  and 
Company  also  illustrated  here,  suggest  the  influence  of 
North  African  ceramic  decoration. 

History  does  not  appear  to  relate  whether  Cuthbert 
Hamilton  was  involved  in  pottery  decoration  at  the 
Omega  Workshops.  He  reputedly  designed  carpets, 
rugs  and  lampshades,  and  had  worked  on  the  decora- 
tions to  Madame  Strindberg's  Cabaret  Theatre  Club 
(1912-1913).  With  Wyndham  Lewis,  Etchells  and 
Wadsworth,  he  was  a  signatory  to  the  'Round  Robin', 
addressed  to  shareholders  in  the  Omega  Workshops,  in 
which  with  Futurist  vitriol  the  rebels  expressed  their 
disgust  with  the  aesthetics  prevailing  at  Fitzroy  Square: 
'The  idol  is  still  Prcttiness,  with  its  mid-Victorian 
languish  of  the  neck,  and  its  skin  is  "greenery-yallery" 
despite  the  Post-What-Not  fashionablcness  of  its 
draperies.'  So  Hamilton's  designs  on  pottery  show  all 
the  self-disciplined  construction  of  Vorticist  painting. 

Hamilton  is  recorded  in  Kelly's  Directory  of 
Kensington,  1916  (which  would  have  been  compiled 
from  information  supplied  the  previous  year),  as  an 
'artist-potter'  in  premises  at  18  Yeoman's  Row.  The 
address  does  not  appear  at  all  in  subsequent  Directories 
until  1923  when  neither  Hamilton  nor  Murray  are 
listed  as  occupants.  The  Pottery  seems  to  have  existed 
for  a  greater  or  lesser  part  of  the  period  between  191 5 
and  1920,  by  winch  time  Murray  was  making  stone- 
ware on  his  own  account  at  his  brothers'  engineering 
works  in  Rotherhithc.  A  piece  (No.  4)  signed  only  with 
Hamilton's  initials  is  of  less  sophisticated  ceramic 
tcclmiquc  than  the  pieces  marked  'Yeomen  Potters', 
and  may  indicate  that  Hamilton  started  on  Ins  own 
before  enlisting  Murray's  support.  All  the  pieces  are  of 
earthenware  covered  with  a  white  slip  on  which  the 
designs  are  painted.  With  the  outbreak  of  war  and  the 
consequent  importance  of  munitions,  many  metal 
oxides  could  not  be  used  in  the  production  of  ceramics, 
so  that  on  the  pottery  made  at  the  Omega  and  Carter's, 
as  well  as  on  that  made  at  Yeoman's  Row,  white  slip 
was  employed  in  place  of  the  tin  glaze  of  Delft  ware 
which  had  been  used  on  earlier  Omega  pottery.  On  the 
Yeoman  Pottery  work,  and  on  many  examples  from 
the  Omega  and  Carter's,  the  slip  has  crazed  due  to 
imperfect  kiln  conditions.  At  Yeoman's  Row,  Murray 
built  an  up-draught  muffle  kiln  fired  by  gas  from  the 
mains.  It  was  probably  because  of  the  limitations 
imposed  by  rather  primitive  technical  equipment  that 
Murray,  many  years  later,  said  that  he  did  not  regard 
the  Yeoman's  Row  'faience'  as  'serious  potting". 
Nevertheless,  the  forms  of  the  potter)'  show  the  artist's 
feeling  for  an  oriental  subtlety  of  contour  which 
characterises  so  much  of  his  subsequent  work. 


Above. 

1.  and  2.  Vases,  earthenware,  with 
painted  decoration  executed 
at  the  Omega  Workshops,  <;.  191 5. 
Bethnal  Green  Museum. 


Below. 

3.  Covered  vase,  earthenware, 
with  painted  decoration,  made  by 
Carter  and  Company,  Poole,  c.  1915 
Private  Collection. 
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Hamilton's  painted  designs  are  well  adapted  to  the 
iniple  ceramic  shapes.  They  acknowledge  without 
nduc  humility  the  roundness  of  the  thrown  forms, 
nd  despite  dieir  rigid  normalisation  they  have  a 
pontaneity  and  dynamism  which  is  appropriate  to  the 
ledium.  Although  they  are  not  uniformly  successful, 
le  better  examples  confirm  the  stylistic  maturity 
jggested  by  the  few  hitherto  known  examples  of 
lamilton's  art,  and  they  certainly  make  regrettable  the 
ict  that  a  greater  amount  of  the  artist's  work  has  not 
ome  to  light.  Yeoman  pottery  was  exhibited  at  the 
irts  League  of  Service  Exhibition  of  Practical  Arts  in 
919,  in  the  catalogue  of  which  neither  Hamilton's  nor 
Murray's  name  was  mentioned,  and  at  the  Mansard 
lallery  Group  x  exhibition  the  following  year  where 
was  credited  to  Cuthbcrt  Hamilton. 
Hamilton  and  Murray  were  suitable  collaborators, 
latching  Hamilton's  previous  experience  as  a  designer 
:  the  Omega  Workshops  was  Murray's  early  training 
1  Paris  as  a  painter  (c.  1900).  Murray's  first  instinct  for 
ottery  had  been  aroused  when  he  was  living  in 
lolland  before  1900,  and  began  collecting  'Delft  and 
Jankin  pottery'.  Many  years  later  Murray  said  that  he 
ad  been  interested,  at  the  time  he  started  potting  him- 
I  :lf,  in  'experiments  ...  in  abstract  painting,  and 
:  astract  sculpture',  and  that  it  had  been  'an  insight  into 
i  otting  as  a  fundamental  abstract  art'  which  had 
j  iduced  him  to  take  up  ceramics.  So  when  the  two 
rtists  started  working  together,  they  must  have  shared 
!  good  deal  of  common  aesthetic  ground,  both  of  them 
1  :garding  decorated  pottery  as  an  extension  to  the 
leans  of  abstract  expression.  They  also  shared  a  par- 
cular  enthusiasm.  Since  the  days  of  his  collecting 
!  fankin  pottery,  Murray  had  become  increasingly 
iterested  in  oriental  art  and  the  philosophy  behind  it: 
:  about  the  time  of  his  collaboration  with  Hamilton 
:  was  attending  meetings  of  the  Buddhist  Society, 
[amilton,  meanwhile,  would  have  been  absorbing 
om  Ezra  Pound  the  aesthetics  of  the  Chinese  ideo- 
raph.  Pound  had  been  given  the  task  of  editing  and 
•ranging  the  notes  of  Ernest  Fenollosa  whose  essay 
*?he  Chinese  Written  Character  as  a  Medium  for 
oetry'  Pound  described  in  191 5  as  'a  whole  basic 
f  aesthetic'.  In  Blast  No.  2,  which  appeared  in  the 
mimer  of  191 5,  among  those  'blessed'  as  Vorticist 
sroes  was  'Koyetzu'  the  seventeenth-century  calli- 
rapher,  painter  and  potter,  whose  importance  in 
panese  art  Fenollosa  had  been  the  first  westerner  to 
^cognise.  Probably  neither  Hamilton  nor  Murray  had 
:en  an  example  of  Koetsu's  pottery,  but  it  is  significant 
lat  five  years  before  Bernard  Leach  returned  from  the 
ast  and  set  up  his  pottery  at  St.  Ives,  they  were  aware 
f,  and  admired,  the  Japanese  master's  artistic  achieve- 
lent.  'His  decoration',  wrote  Murray  in  1925,  by 
'hich  time  he  would  probably  have  seen  examples 
f  Koetsu's  work,  'shows  the  utmost  economy,  great 
till,  and  a  subtle  sense  of  balance.'  In  his  designs  for 
ottery  decoration,  Cuthbert  Hamilton  achieved  these 
zry  qualities  to  a  remarkable  degree. 


4.  Bowl,  earthenware,  with  painted  decoration, 
signed  with  the  painted  initial  of 
Cuthbert  Hamilton,  c.  191 5. 
Anthony  d'Offay  Gallery. 

6.  Cuthbert  Hamilton  (left)  and  Ezra  Pound; 

detail  from  William  Roberts'  painting 

The  Vorticist s  at  the  Restaurant  de  la  Tour  Eiffel:  Spring  1915, 

1 961-1962. 

Tate  Gallery,  London. 


5.  Incised  mark  of  the 
Yeoman  Potteries, 
including  the  initials  of 
Cuthbert  Hamilton. 
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Five  years  ago,  when  a  comprehensive  list  of  Netherlands  clockmakers  from  about  1300 
published,  the  name  of  Johannes  Dortmondt  was  listed,  but  with  no  details:  for  no  clock  b 
him  was  known  to  survive.  Subsequently  a  clock  by  this  important  maker  has  been  discovere 
in  English  hands.  In  this  article,  Man'  Curtis  Webb  traces  the  sixteenth-century  sources  of  t' 
engravings  on  the  clock's  dial,  and  discusses  the  religious  and  philosophic  implications  of  t 
figures  depicted,  relating  the  clock  to  contemporary  ideas  about  Time  and  Eternity. 


\  RARE  GL(  )CK  BY  .101 1  AWES  DORTMOND 

Mary  Curtis  Webb 


TN  1970  Dr.  Professor  Enrico  Morpurgo  published 
a  list  of  all  the  known  clockmakers  of  the 
Netherlands  from  the  year  1 300. 1  His  list  included 
the  name  Johannes  Dortmondt  without  comment, 
since  at  the  time  of  its  publication  no  clock  by  this 
maker  was  known  to  have  survived.  There  is  however 
a  longcase  clock  of  outstanding  quality  which  has 
remained  in  an  English  family  for  the  last  three  genera- 
tions, and  the  name  of  its  maker  is  engraved  upon  the 
dial,  "Johannes  Dortmondt.  Amsterdam'.  The  initials 
j.  d.  also  appear  on  some  pans  of  the  movement.  The 
fine  marquetry  case  displays  a  pair  of  flying  cherubs  on 
the  sides,  while  pairs  of  little  mermaids  uphold  flower- 
laden  vases.  The  symbolism  of  Time  in  its  planetary 
sequence  on  the  dial  plate  is  of  particular  interest. 

It  is  regrettable  that  die  clockmakers  of  Amsterdam 
were  never  united  in  a  guild,  and  though  several 
Dortmondts  are  mentioned  in  the  wedding  registers, 
none  is  named  as  a  clockmaker.  The  most  relevant 
references  there,  seem  to  be  to  Johannes  Dortmondt 
aged  twenty-three,  who  married  in  171 7;  and  later  to 
Anna  Smit,  widow  of  Johannes  Dortmondt,  who  re- 
married in  1732.  But  in  the  register  of  Good-men  of 
the  clockmakers  trade,  the  name  Dortmondt  does  not 
occur. 

The  clockmakers  of  Amsterdam  derived  their  skills 
from  long  apprenticeship,  so  that  a  new  design  for  a 
longcase  clock  would  follow  the  developing  traditions. 
But  in  the  early  eighteenth  century  the  fusion  of  old 
mediaeval  concepts  with  classical  motifs  was  already 
reflected  in  the  arts ;  the  Age  of  Reason  was  heralded  by 
a  sceptical  frivolity  that  blossomed  into  the  Rococo. 
Johannes  Dortmondt's  longcase  clock  reflects  this 
period  of  transition. 

With  the  introduction  of  the  break-arch  dial  plate, 
and  the  arched  moulding  of  the  hood,  soon  after  1 720, 
it  became  possible  for  clock  makers  to  extend  the  field 
in  which  the  passage  of  Time  could  be  measured  in 
both  its  macrocosmic  and  its  microcosmic  proportions. 
Dortmondt's  masterpiece  is  therefore  planned  to  show 
the  macrocosm  of  the  heavens  in  the  break-arch  above 
the  dial  by  a  display  of  silver  stars,  set  in  a  blue  sky.  The 


Left. 

1 .  Longcase  clock  by  Johannes  Dortmondt  of  Amsterdam. 
Author's  collection. 

Above. 

z.  Detail  of  the  marquetry  case. 
Right. 

3.  The  complete  dial  plate. 
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Top  left. 

4.  The  dial  for  Maandag 
within  the  dial  plate, 
showing  the  Moon. 

Top  right. 

5.  The  dial  for  Sondag 
within  the  dial  plate, 
showing  the  Sun. 

Below  left. 

6.  The  dial  for  Saturdag 
within  the  dial  plate, 
showing  Saturn. 

Below  right. 

7.  The  dial  for  Dingsdag 
within  the  dial  plate, 
showing  Mars. 
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silver  contrasts  vividly  with  the  brassy  yellow  moon, 
which  moves  in  her  phases  across  the  sky.  The  days  of 
the  lunar  month  and  the  effects  of  the  moon  on  the 
tides  at  Amsterdam  are  registered  on  the  scale  above. 
On  the  dial  below,  the  measurement  of  Time  is  trans- 
posed to  the  human  proportions  of  the  microcosm, 
with  provision  for  an  alarm  bell  to  waken  early  risers. 
The  three  hands  measure  Time  to  the  second.  The 
Dutch  striking  system  tells  the  first  quarter  and  the 
hour  on  the  first  of  two  bells,  and  at  the  half,  a  second 
bell  repeats  die  strike  of  the  previous  hour  and  for  the 
last  quarter.  The  date  is  shown  in  an  aperture,  and  the 
days  of  the  week  appear  in  succession  as  the  figures  of 
the  planetary  gods.  On  the  four  corners  of  the  dial  plate 
the  Four  Seasons  are  personified  in  the  traditional 
forms.  They  are  cast  in  high  relief,  and  their  prototypes 
occur  in  mediaeval  manuscripts.  Indeed,  in  mediaeval 
terms,  Johannes  Dortmondt  has  demonstrated  the  har- 
mony of  the  macrocosm  with  the  microcosm,  through 
the  operation  of  a  common  factor,  Time. 

This  harking  back  to  the  old  cosmology  is  in  no  way 
surprising,  for  in  the  first  half  of  the  eighteenth  century 
it  was  still  sufficiently  topical  for  its  four  Elements  to  be 
included  in  the  sculptural  scheme  for  Cardinal  Rohan's 
rebuilding  of  the  archbishops'  palace  at  Strassbourg, 
between  1731-1741.  There  the  Hours,  and  the  quater- 
nities  of  the  Seasons,  Elements,  and  Humours  are 
carved  on  the  keystone  masks  of  the  windows  of  the 
facade.  Johannes  Dortmondt's  clock  with  its  elaborate 
marquetry  presents  a  curious  blend  of  pagan  classical 
motifs  with  the  old  Christian  cosmology,  both  of  which 
were  concerned  with  the  nature  of  Time.  This  concern 
is  made  explicit  in  the  engraving  of  Saturn  on  the  re- 
volving dial  which  shows  the  series  of  the  planetary 
gods,  ending  with  the  last  day  of  the  week.  This  en- 
graving shows  Saturn  with  a  deviation  from  his  usual 
form,  and  since  both  typical  and  atypical  examples  of 
him  at  that  time  were  current  in  the  work  of  Flemish 
engravers,  the  choice  of  this  version  is  of  some  sig- 
nificance for  Dortmondt's  design  and  the  history  of  its 
development  must  therefore  be  considered. 

The  engraving  of  Saturn  on  the  clock  shows  the  god 
standing  among  the  clouds  of  the  empyrean.  He  is 
naked  except  for  a  loin-cloth,  and  appears  as  a  bearded 
old  man.  In  his  left  hand  he  grasps  the  long  handle  of  a 
scythe,  the  blade  of  which  rests  by  his  feet,  but  his  right 
arm  is  extended  to  raise  the  limp  body  of  a  young  child 
towards  his  mouth.  His  wings  are  outspread  behind 
him,  and  an  hourglass  within  its  vertical  frame  is  fixed 
upon  his  head.  It  is  evident  that  this  is  a  copy  from 
some  exemplar,  since  the  faint  curves  of  the  hourglass 
have  been  indicated  with  a  graving  tool,  but  not 
completely  incised,  and  a  part  of  one  wing  is  still  un- 
finished. Such  a  figure  in  the  planetary  sequence  could 
of  course  be  dismissed  as  a  stereotype  without  signifi- 
cance for  this  clock,  if  it  were  not  for  the  hint  of  a 
topical  reference  provided  also  by  the  engraving  of 
Mars  for  Tuesday,  on  its  dial.  For  the  engraver  has 


altered  the  traditional  trappings  of  the  god  of  War  to 
suggest  the  arms  and  livery  carried  by  guildsmen  of  the 
Escrimeurs,  or  Fencers,  who  had  marched  in  a  trium- 
phal procession  of  Isabella  Archduchess  of  the 
Netherlands  in  Brussels,  in  1615.  We  therefore  have 
sufficient  justification  for  paying  closer  attention  to  the 
meaning  of  the  attributes  ascribed  to  Saturn  in  the  same 
sequence  on  the  clock. 

The  Middle  Ages  were  obsessed  with  the  transient 
nature  of  Time,  and  the  immanence  of  Eternity,  so  that 
the  very  existence  of  the  macrocosm  and  the  microcosm 
were  seen  to  be  bounded  by  it.  The  temporal  world 
might  pass  away  at  any  moment,  when  Time  itself 
would  cease  and  a  new  heaven  and  a  new  earth  would 
replace  it  in  Eternity  with  God.  Monastic  historians  of 
the  twelfth  century  therefore  prefaced  their  chronicles 
with  a  reference  to  the  Last  Day  and  the  Judgement ; 
Abbess  Hildegard  of  Bingen  provided  an  illustration  of 
the  destruction  of  the  elements  with  the  macrocosm  in 
her  Liber  Divinorum  Operum;  the  great  western 
portals  of  the  French  cathedrals  of  the  thirteenth 
century  were  reserved  for  the  Judgement  and  con- 
summation at  the  end  of  Time.  The  same  theme  pro- 
vided the  basis  for  the  allegorical  'Triomfi'  of  Petrarch 
(1304-1374),  in  which  Time  is  the  penultimate  victor 
over  Life  and  Death,  the  final  triumph  being  reserved 
for  Eternity.  It  is  among  the  sixteenth-century  illustra- 
tions of  this  work  that  we  shall  find  at  least  one  of  the 
sources  for  the  figure  of  Saturn  on  Johannes 
Dortmondt's  clock. 

The  planetary  gods  associated  with  the  days  of  the 
week,  which  appear  on  Dortmondt's  clock,  were  de- 
rived from  the  Greco-Roman  pantheon,  but  the 
designation  of  the  planets  by  the  names  of  the  gods 
goes  back  to  pre-Socratic  Greece.  Aristotle  refers  in  lus 
Metaphysics  to  the  star  of  Kronos;  but  the  first  surviv- 
ing reference  to  Saturn  as  the  deity  of  a  weekday  is 
found  in  an  elegy  by  Tibullus2,  'Saturni  sacra  dies', 
written  in  the  last  half-century  bc.  But  the  name  Saturn 
derives  from  the  Latin  'serere',  to  sow,  for  Saturn  was 
a  god  of  agriculture  and  harvest,  and  one  of  the  most 
primitive  divinities  of  Italy.  He  was  identified  by  the 
Romans  with  the  Greek  god  Kronos,  whose  savage 
habit  of  devouring  his  offspring  suggests  an  equally 
primitive  origin.  The  original  symbol  of  Kronos  was  a 
sickle  with  which,  according  to  lus  legend,  he  mutilated 
his  father  Uranus.  But  since  Kronos  was  the  source  of 
all  seed  and  the  cause  of  its  reaping,  it  might  bc  said 
that  he  maintained  himself  in  perpetuity  by  swallowing 
his  children,  a  theme  which  was  emphasised  by  the 
Flemish  engravers  of  the  sixteenth  century  in  their 
cannibalistic  representations  of  him.  The  original 
association  of  Kronos  with  Time  therefore  seems  to 
have  had  some  justification  through  the  agricultural 
cycle  of  the  seasons.  Nevertheless,  their  identification 
was  confirmed  by  a  natural  confusion  of  the  name 
Kronos  with  the  Greek  Chronos(Ti  me) ;  and  thisconfus- 
ion  led  inevitably  to  an  amalgamation  of  their  imager)'. 
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The  pose  and  action  of  the  figure  of  Saturn  on 
Johannes  Dortmondt's  clock  is  a  mirror-image  of  a 
figure  of  Saturn  engraved  by  the  Flemish  artist 
Matham,  after  a  design  by  Goltzius  (1526-1583),  and 
dated  1567.  This  may  be  compared  with  another, 
dated  1569,  engraved  by  Sanredam,  also  after  Goltzius, 
in  which  Saturn  stands  upon  the  plinth  of  what  seems 


to  be  an  abandoned  triumphal  car  or  float.  At  Ins  feet 
rests  the  blade  of  his  scythe  and  he  appears  to  be 
devouring  the  limp  body  of  the  child  outstretched  upon 
his  arm.  But  the  setting  of  this  grim  figure  is  a  harvest 
landscape,  where  a  family  of  reapers  are  using  sickles  to 
cut  the  corn.  Two  harvesters  with  winnowing  imple- 
ments stand  in  rthe  foreground  and  the  signs  of  the 


8.  Saturn, 
engraved  by 
Sanredam  after  a 
design  by 
Goltzius,  1569. 
77ie  British  Museum, 
London. 
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i.  Satunms,  engraved  by  Matham  after  a  design  by 
joltzius,  1567.  Warburg  Institute ,  London. 

o.  An  illustration  from  Francisco  de  Hollanda's 

De  Aetatibus  Mundi  Imagines'.  Biblioteca  National,  Madrid. 


zodiac  with  which  Saturn  is  associated,  are  displayed  in 
the  sky  above.  The  inscription  beneath  this  scene  is 
from  Schoncus: 

Aurea  me  quondam  terris  regnante  suerunt 

Tempora,  sponte  sua  quaeuis  serente. 
'Golden  were  the  days  when  I  ruled  all  the  earth ; 
The  Earth,  of  her  own  will  bearing  all  manner  of 
things'. 

In  these  engravings  there  is  no  suggestion  of  the 
wings  or  the  hourglass  with  which  the  Saturn  of 
Dortmondt's  clock  is  equipped.  There  is  however  a 
closer  parallel  to  be  found  in  a  late  sixteenth-century 
illustration  from  the  treatise  'De  Aetatibus  mundi 
imagines'  by  Francisco  de  Hollanda,3  which  contains 
an  illustration  of  the  final  episode  of  Petrarch's 
'Triomfi'.  In  Francisco's  drawing  the  same  Kronos- 
Saturn  figure  is  shown,  devouring  a  miniature  figure 
of  a  child  which  he  holds  in  his  mouth.  He  has  an 
hourglass  upon  his  head,  and  his  wings  are  outspread, 
while  the  clouds  of  heaven  are  above  his  head.  But 
there  the  similarity  ends,  for  an  inscription  identifies 
the  figure  with  Time.  Before  the  wheels  of  his  trium- 
phal car  lies  skeletal  Death,  whom  Time  has  overcome. 
But  the  victory  of  Time  over  all  things  is  itself,  by  its 
very  nature,  only  transient,  since  Time  shall  end  in 
Eternity.  In  Francisco's  drawing  this  is  made  explicit 
by  the  looming  circle  of  heaven  overhead,  clearly  in- 
scribed 'Aeternitas'.  In  the  panel  below  this  scene  the 
artist  has  re-emphasised  the  transience  of  Time  by  three 
circles  inscribed  'Praeterit'  (past),  'Nunc'  (now)  and 
'Futurum'  (Future),  with  the  personifications  of  the 
first  and  last  in  the  form  of  winged  and  bearded  old 
men,  each  with  an  hourglass  on  the  top  of  his  head. 

When  Dortmondt  chose  to  include  these  attributes 
for  his  figure  of  Saturn,  he  cannot  have  been  unaware  of 
their  religious  and  philosophic  implications,  since 
Eternity  was  linked  with  God.  However,  the  Age  of 
Reason  had  already  dawned,  when  Eternity  could  be 
argued  out  of  existence  by  humanists;  and  such 
changes  were  reflected  in  the  arts.  Thus,  in  the  last  half 
of  the  eighteenth  century,  the  sculptor  Pigalle  (1753— 
1777)  designed  his  scheme  for  the  huge  monument  to 
Marechal  Maurice  de  Saxe,  in  Strassbourg,  to  show  the 
ultimate  triumph  of  skeletal  Death,  who  having 
conquered  Time,  holds  his  hourglass  aloft  before  the 
helpless  mourners,  while  the  hero  steps  down  into  the 
grave.  Infact  Death  had  usurped  the  positionofEternity. 


NOTES 

1.  Enrico  Morpurgo,  'Nederlandse  Klokken-en 
horologemakers  vanaf  1300', 

(Scheltema  &  Holkema  nv  Amsterdam,  1970). 

2.  Tibullus.  1.  3.  18. 

3.  Francisco  de  Hollanda,  'De  Aetatibus  Mundi  Imagines', 
Madrid.  Bibl.  Nat.  MS  6924.  7075.  f  69  v. 
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During  the  Irish  campaign  which  culminated  in  the  Battle  of  the  Boyne  in  1690,  the 
Portuguese  Jew  Isaac  Pereira  was  contractor  for  the  supply  of  bread  and  bread  wagons  to  the 
English  and  Dutch  land  forces.  A  portrait  of  him,  recently  acquired  on  behalf  of  the  Spanish 
and  Portuguese  Synagogue  and  now  on  show  in  the  Jewish  Museum,  London,  is  here  identified 
as  by  Sir  Godfrey  Kneller. 


\  KNELLER  PORTRAIT  DISCOVERED 

Edgar  R.  Samuel 


'Mr.  Ishack  Pcrcyra/Sr  G.K./obt  171 8'. 

This  is  the  inscription  on  the  stretcher  of  a  por- 
trait by  Sir  Godfrey  Kneller,  which  has 
recently  been  acquired  on  behalf  of  the 
Spanish  and  Portuguese  Synagogue  from  Sabin 
Galleries  Ltd.,  London,  and  which  is  now  on  display 
at  the  Jewish  Museum,  London.  The  painting  can  be 
dated  to  about  1696,  because  there  is  a  monochrome 
miniature  copy  of  it,  in  the  Holburne  of  Menstrie 
Museum,  Bath,  by  Thomas  Forster,  who  copied 
other  portraits  by  Kneller  in  the  same  way,  and  this 
is  dated  to  that  year. 

The  portrait  depicts  a  determined,  intelligent,  care- 
worn elderly  man  in  an  informal  pose.  He  is  wrapped 
in  a  gown,  without  his  wig  and  with  his  head  shaved, 
just  as  his  family  would  have  seen  him  in  moments  of 
relaxation.  The  effect  is  a  little  alarming.  According  to 
the  leading  authority  on  Kneller,  Professor  Douglas 
Stewart,  his  wigless  portraits  of  men,  of  which  only 
one  other  is  known,  set  a  precedent  for  later  works  in- 
cluding Hogarth's  own  self-portrait.  The  subject  of 
this  other  wigless  portrait,  Joseph  Carreras,  was,  like 
Pereira,  for  a  brief  period  a  member  of  the  Spanish  and 
Portuguese  Synagogue,  though  he  was  at  first  a 
Catholic  priest  and  reverted  to  that  religion  again  in 
later  life.1 

Kneller  painted  almost  every  man  of  importance  in 
England  at  the  end  of  the  seventeenth  century  and 
beginning  of  the  eighteenth,  yet  this  portrait  of  Isaac 
Pereira  is  a  new  discovery.  Pereira  was  contractor  for 
the  supply  of  bread  and  bread  wagons  to  the  English 
and  Dutch  land  forces  during  the  Irish  campaign  which 
culminated  in  the  Battle  of  the  Boyne  and  continued  to 
be  so  in  the  Southern  Netherlands  until  the  Peace 
of  Ryswick.2  The  history  of  his  appointment  is 
interesting  in  itself.  William  of  Orange's  military 


1.  Sir  Godfrey  Kneller. 
Isaac  Pereira. 

Spanish  and  Portuguese  Synagogue. 
Photograph :  Sabin  Galleries  Ltd. 


career  began  when  Louis  xrv  invaded  the  United 
Provinces  in  1672.  The  young  Stadtholder  had  the 
responsibility  of  commanding  the  Dutch  army  and 
fighting  off  the  attack,  which,  after  initial  reverses,  he 
did  successfully.  As  commander,  William  had  to  find 
reliable  means  of  keeping  his  army  fed  and  fighting  fit. 
No  adequate  professional  army  commissariat  existed 
and  supplies  had  to  be  bought  from  civilian  contractors. 
The  problem  was  to  find  suppliers  who  were  honest 
and  efficient.  Two  years  after  the  French  invasion  of 
the  Netherlands,  William  appointed  a  Portuguese  Jew, 
Antonio  Alvares  Machado  (alias  Moses  Machado)  as 
his  Commissary  General  to  keep  his  troops  supplied 
with  fresh  bread.  Machado  gave  satisfaction,  became 
William's  confidant,  and  was  employed  by  him  in  all 
his  campaigns  during  the  next  twenty  years.3  He  also 
served  the  Duke  of  Marlborough  on  various  cam- 
paigns, including  the  difficult  Blenheim  campaign  of 
1704  which  entailed  provisioning  his  army  on  a  forced 
march  from  Belgium  to  Bavaria. 

In  1688  Machado  came  to  England  with  William  of 
Orange  in  charge  of  provisioning  the  army  with  which 
he  landed  at  Lyme  Regis.  When  William  decided  to 
send  an  army  to  Ireland  to  meet  the  French  and  Irish 
invasion,  Machado  was  not  free  to  undertake  its  pro- 
visioning, because  he  was  required  in  the  Netherlands. 
Another  Portuguese  Jew,  Isaac  Pereira,  was  appointed 
almost  certainly  on  Machado's  recommendation.  He 
gave  satisfaction  both  to  Marshal  Schomberg  and  to  the 
King  himself,  in  a  difficult  campaign  and  thenceforth 
he  was  employed  with  his  brother  Jacob  Pereira  and 
Machado  to  supply  the  allied  land  forces  in  the 
Netherlands  for  the  rest  of  the  war.  During  the  War  of 
the  Spanish  Succession,  Machado  again  held  contracts 
of  the  same  kind,  but  the  Pereiras  did  not.  Nonetheless, 
it  is  quite  possible  that  they  were  still  associated  with 
him  in  the  business  until  his  retirement  in  1706,  when 
Machado  was  succeeded  by  the  Pereira's  former 
employee  and  associate  Sir  Solomon  de  Medina,  whom 
William  in  had  knighted  in  1700. 4 

Moses  Machado  and  Isaac  Pereira  made  their  fortunes 
as  army  contractors  far  faster  than  did  most  mere  mer- 
chants, but  they  did  so  by  sheer  professional  compet- 
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2.  Sir  Godfrey  Kneller. 
Joseph  Carreras. 

Tlie  Marchioness  of  Cholmondley. 
Photograph:  Courtauld  Institute  of  Art. 

3.  Thomas  Forster. 
Isaac  Pereira, 
monochrome. 

Holbume  of  Menstrie  Museum,  Bath. 


ence.  Initially  they  had  no  influential  connections.  Ther 
religion  was  a  political  disadvantage.  They  won  anj 
held  their  position  by  accomplishing  an  arduotfS  an< 
exacting  business  where  others  had  failed. 

There  were  two  men  named  Isaac  Pereira  in  latj 
seventeenth-century  London.  One  was  the  army  conj 
tractor,  who  died  at  the  Hague,  in  171 8,  and  whosj 
portrait  was  painted  by  Kneller,  and  the  other  was  j 
West  India  merchant  name  Isaac  Israel  Pereira,  alia, 
Manuel  Lopes  Pereira,  who  died  in  1709. 5  They  ha< 
several  other  namesakes  too  in  other  countries.  Thi 
makes  it  more  difficult  to  trace  the  army  contractor' 
early  history.  Another  problem  is  posed  by  the  fac 
that  all  seventeenth-century  Portuguese  Jews  had  twc 
names,  if  not  more  -  a  Portuguese  name  which  the) 
used  for  commercial  and  secular  purposes  and  a  Jewisl 
one  used  within  the  Jewish  community.  Isaac  Pereira 
however,  used  his  Jewish  name  for  secular  purposes  anc 
allowed  his  Portuguese  name  to  drop  into  disuse.  Thi 
makes  it  more  difficult  to  trace  his  earlier  history. 

One  possibility  is  that  he  was  a  Manuel  Pereira,  whc 
was  born  in  Rouen  in  1635,  was  brought  up  ir 
Bordeaux  and  had  settled  in  London  by  1653,  as  clerl 
to  his  brother-in-law  Francisco  de  Medina.  By  1662  h< 
and  his  brother  Francisco  Pereira  had  established  them 
selves  in  Dublin  as  merchants  and  were  granted 
citizenship  there.  They  owned  a  ship  called  The  Prophe, 
Daniel  with  which  they  traded  to  Spain.6  There  arc 
two  pieces  of  evidence  which  suggest  Manuel  Perein 
of  Dublin  may  have  been  the  same  person  as  Isaac 
Pereira  the  army  contractor,  though  this  is  by  ncj 
means  certain.  First,  his  sister,  Gracia  Medina,  was  the 
mother  of  Solomon  de  Medina,  who  was  successivel 
the  employee,  the  London  agent  and  the  successor  o 
Isaac  Pereira  in  the  army  provisioning  business,7  an 
it  was  then  very  usual  for  an  uncle  to  take  his  nephew 
into  partnership.  Secondly,  Manuel  Pereira  and  Isaac! 
Pereira  each  had  a  brother  named  Francisco. 

If  Isaac  Pereira  was  the  same  man  as  the  Dublin  mer4l 
chant  of  the  1660s,  it  would  help  to  explain  whw 
Machado  chose  him  to  handle  the  Boyne  campaign! 
He  spoke  French,  the  language  of  Schomberg  an<* 
William  m,  as  well  as  English,  the  language  of  most  on 
their  officers.  He  was  well  acquainted  with  the  mer-T 
chants  of  Dublin  and  knew  which  men  were  reliable! 
and  could  aid  him  in  his  task. 

Kneller's  portrait  of  Isaac  Pereira  is  an  interesting! 
character-study  of  a  man  who  toiled  hard  to  win! 
success  through  many  adversities.  It  commemoratesj 
one  who  played  a  significant  part  in  English  and  Euro-j 
pean  military  history.  Kneller  depicted  him  without! 
any  discernible  flattery,  and  without  any  pretensions| 
to  rank:  unlike  Joseph  Cortissos,  the  Jewish  contractorl 
who  served  in  Spain  and  Portugal  during  the  War  of] 
the  Spanish  succession,  he  is  not  even  depicted  inj 
uniform.  Isaac  Pereira  must  have  been  well  over  sixty! 
by  the  time  his  portrait  was  painted  and  few  men 
lived  so  long  in  the  seventeenth  century. 
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Top  left. 

4.  William  Hogarth. 
Self-Portrait,  c.  1757. 
National  Portrait  Gallery. 


Above. 

5.  English  School,  c.  1720. 
Don  fose  Cortissos. 

Spanish  and  Portuguese  Synagogue. 

Left. 

6.  Sir  Godfrey  Kneller. 

Jacob  Tonson,  a  member  of  the  Kit  Cat  club. 
National  Portrait  Gallery. 


NOTES 

1.  His  full  name  was  Don  Jose  Carreras  y  Coligo. 
Lucien  Wolf's  'Jews  in  the  Canary  Islands' 
(London,  1926)  records  repeated  denunciations  of  him 
to  the  Spanish  Inquisition. 

2.  The  Calendars  of  Treasury  Books  from  1689-1700 
contain  numerous  references  to  these  contracts. 

3.  J.  G.  Van  Dillen,  'De  economische  positie  en  betekenis 
der  Joden  in  de  Republiek  en  in  de  Nederlandse 
Koloniale  vereld '  in  H.  Brugmans  and  A.  Frank, 
'Geschiedenis  der  Joden  in  Nederland' 
(Amsterdam,  1940)  p.  584. 

4.  'The  Report  of  the  Commissioners  for  Taking, 
Examining  and  Stating  the  Publick  Accounts  of  the 
Kingdom  . . .'  (London,  171 1)  p.  5. 

5.  A.  Arnold,  'Anglo-Jewish  Wills  and  Letters  of 
Administration'  in  Anglo-Jewish  Notabilities 

(Jewish  Historical  Society  of  England,  London,  1949)  p.  202. 

6.  Lucien  Wolf  op.  cit.  p.  198.  Wolf  identified  Manuel  Pereira 
of  Dublin  with  Manuel  Lopes  Pereira  who  died  in 
London  in  1709. 

7.  O.  K.  Rabinowicz,  'Sir  Solomon  de  Medina' 
(London,  1974)  p.  1. 
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Saltglaze  is  still  underprivileged  in  the  hierarchy  of  English  ceramics  and  detailed  research  into  these  wares  is  a 
comparatively  new  undertaking.  In  this  article,  Mr.  Sheldon  traces  the  origins  of  a  series  of  saltglaze  tiles  in  the 
Victoria  and  Albert  Museum,  London. 


SALTGLAZE  TILES 

AND  WILLIAM  GREATBATCH 

Jeremy  Sheldon 
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A  mong  the  collection  of  English  saltglaze 
[_\  stoneware  at  the  Victoria  and  Albert 
J_  m  Museum  is  a  group  of  six  moulded  tiles  of 
andscapes  and  animals  (Nos.  1-4),  which  arc  almost 
;ertainly  the  work  of  one  blockcutter.  Firstly,  the 
.tylistic  treatment  of  such  details  as  the  foliage,  the 
;lumps  of  grass  and  the  overall  modelling  is  similar,  and 
hey  are  all  five  inches  square.  Secondly,  of  the  six  tiles, 
bur  of  them  are  adapted  from  the  same  source:  John 
Wootton  and  William  Kent's  illustrations  to  the 
London  edition  of  Gay's  'Fables'  published  by  J.  and  R. 
Tonson  and  J.  Watts,  the  first  edition  being  published 
n  1 727-1 73  8  and  the  seventh  and  final  edition  in  1753 
Nos.  3,  4,  6  and  7). 1  From  the  same  source  are  two  tiles 
llustratcd  in  Luxmore's  'Saltglaze  with  the  notes  of  a 
Collector',  based  on  fable  nine  of  'The  Bull  and  the 
Mastiff'  and  fable  twenty  of  'The  Old  Hen  and  the 
3ock',  both  illustrated  by  John  Wootton.2 

On  the  subject  of  sources  L.  M.  Solon  mentions  that : 

As  Delft  tiles  made  at  Liverpool  or  abroad  were 
extensively  used Jor  fireplaces  or  decorative  purposes, 
iles  in  stamped  saltglaze  were  manujactured  to  compete 
vith  them.  We  possess  a  set  of  these  which  came  from 
Whieldon's  own  house.  They  were  probably  made  by 
him,  as  the  same  patterns  are  alsojound  decorated  with 
his  usual 'tortoiseshell'  process.  They  represent  landscapes 
vtd  animals,  and  the  moulds  used  were  carved  after  the 
old fashion? 

The  reference  to  'delft  tile  made  at  Liverpool  or 
abroad'  is  interesting  as  the  tile  of  a  Building,  Crane 
md  Ship  (No.  2)  is  similar  to  a  painted  tile  in  A.  Ray's 
'English  Delftware  Tiles'  (No.  8). 4  In  my  opinion  the 
\  painted  version  derives  from  blue  painted  Dutch 


I  Top  left. 

j  1.  White  moulded  Saltglaze  tile  of  a  'Heron  fishing  and  a 
;  Spewing-Duck  fountain',  probably  carved  by  William 
J  Greatbatch  for  Whieldon  or  Josiah  Wedgwood, 
:.  1756-1765.  5  inches  square. 
I  Victoria  and  Albert  Museum. 

I  Top  right. 

[  2.  White  moulded  Saltglaze  tile  of  a  Building,  Crane  and 
'  Ship,  probably  carved  by  William  Greatbatch  for  Whieldon 
or  Josiah  Wedgwood,  c.  1756-1765.  5  inches  square. 
]  Victoria  and  Albert  Museum. 

Bottom  left. 

3.  White  moulded  Saltglaze  tile  adapted  from  the 
illustration  to  fable  twenty-four  of  Gay's  'Fables', 

i  'The  Butterfly  and  the  Snail'.  Probably  carved  by 
William  Greatbatch  for  Whieldon  or  Josiah  Wedgwood, 
c.  1756-1765.  5  inches  square. 
Victoria  and  Albert  Museum. 

Bottom  right. 

4.  White  moulded  Saltglaze  tile  adapted  from  the 
illustration  to  fable  forty-eight  of  Gay's  'Fables',  'The 
Gardener  and  the  Hog'.  Probably  carved  by  William 

j  Greatbatch  for  Whieldon  or  Josiah  Wedgwood, 
c.  1756-1765.  5  inches  square. 
Victoria  and  Albert  Museum. 


originals  as  the  composition,  the  style  of  the  building 
and  die  swans  in  the  foreground  are  all  characteristic. 
Solon  also  mentions  that  'the  moulds  used  were  carved 
after  the  old  fashion',  a  method  whereby  the  subject 
was  engraved  into  a  blank  mould  from  which  a  positive 
was  taken,  which  when  fired  became  the  block  from 
which  all  subsequent  working  moulds  were  made.  This 
technique  explains  why  the  tiles  based  on  Gay  are  the 
reverse  of  their  source. 

As  has  already  been  noted  in  the  above  quote  the 
tiles  mentioned  by  Solon  are  supposed  to  have  come 
from  Whieldon's  own  home  and  the  evidence  for  this 
is  a  letter  written  by  Solon  to  Dr.  Sidebotham  and 
quoted  by  Luxmore: 

Whieldon's  house,  now  included  in  the  Round  House  and 
Depot  of  the  North  Staffordshire  Railway,  is  situated  in 
Teuton.  When  the  interior  of  the  building  was 
transformed  into  workshops,  about  forty  years  ago,  all 
decorated  parts,  including  the  chimney  pieces,  were  removed. 
One  of  the  mounted  shelves  was  adorned  with  saltglaze 
tiles.  A  young  assistant  of  mine  bought  or  begged  the  lot, 
and  sold  it  in  small  instalments  to  me  and  other  small 
collectors.  The  Hanley  Museum  has  a  few  examples 
of  the  same  subjects  stained  in  coloured  glazes.5 

That  Whieldon  made  tiles  has  been  confirmed  by 
excavations  at  his  Fenton  Vivian  site,  to  which  he 
moved  in  1747.6  Here  a  creamware  fragment  of  a  tile 
corresponding  to  one  in  the  Victoria  and  Albert 
Museum  was  discovered  (Nos.  1  and  5).  The  issue  is 
complicated  by  Simeon  Shaw  who  asserted  that  Josiah 
Wedgwood  also  manufactured  moulded  tiles  and  the 
example  he  describes  is  that  of  the  fragment  uncovered 
at  Fenton  Vivian : 

Here  he  manujactured  the  White  Stone  pottery,  then 
increasing  in  demand,  and  there  yet  remain  of  this  kind, 
white  Tiles,  with  relief  figures,  of  a  Heron  fishing  and 
a  Spewing-Duck  fountain.7 

Despite  past  fashions  for  considering  Shaw  mistaken 
on  every  point  of  fact  there  is  a  certain  amount  of 
evidence  to  suggest  that  these  tiles  were  manufactured 
by  both  Whieldon  and  later  Wedgwood,  as  the  block- 
cutter  responsible  for  them  was  most  probably  William 
Greatbatch  who  is  known  to  have  been  employed  by 
Whieldon  from  1749  up  to  1762  when  he  set  up  on  his 
own  at  Lower  Lane  being  chiefly  occupied  in  supplying 
wares  for  Josiah  Wedgwood.  That  Greatbatch  did  not 
consider  it  at  all  amiss  to  continue  producing  wares  for 
Wedgwood  that  he  had  once  made  for  Whieldon  is 
apparent  from  an  undated  letter  to  Wedgwood  referring 
to  a  pattern  made  in  the  days  of  the  Wedgwood- 
Whieldon  partnership  (1754-1759)  now  being  used  to 
complete  a  Wedgwood  order: 

Sir, 

Please  send  word  by  the  bearer  wether  we  should  or  not 
have  sent  you  an  apple  teapot  and  if  you  would  have 
leaves  on  the  side  as  used  to  be . .  A 


5.  Fragment  of  a  moulded 
Creamware  tile, 
probably  carved  by 
William  Greatbatch, 
uncovered  at  the 
Whieldon  site  of 
Fenton  Vivian,  c.  1760. 
Length  3  rrr  inches. 
Stoke  City  Museum. 
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U  ? 


x  ''\x\ 


Top  left. 

5.  Fable  twenty-four,  'The  Butterfly  and  the  Snail',  by 
William  Kent,  from  'Fables  by  the  Late  Mr.  Gay', 
f.  and  R.  Tonson  and  J.  Watts,  6th  ed.,  1746. 

Left. 

7.  Fable  forty-eight,  'The  Gardener  and  the  Hog',  by 
[ohn  Wootton,  from  'Fables  by  the  Late  Mr.  Gay', 
f.  and  R.  Tonson  and  J.  Watts,  6th  ed.,  1746. 

Above  top. 

lB.  Painted  English  Delftware  Tile  of  a 
j  Building,  Crane  and  Ship.  127  mm.  square. 
;  Private  Collection. 

'  Above. 

1  3.  Enamel  painted  Saltglaze  teapot  moulded  with  a 
;  rustic  scene,  carved  by  William  Greatbatch  for 
:  [osiah  Wedgwood,  c.  1764. 

Height:  5  inches. 

Temple  Newsam  House,  Leeds. 

Above  right. 

to.  Enamel  painted  Worcester  porcelain  wall  vase 
moulded  with  a  rustic  scene,  c.  1765. 
Height :  8^  inches. 

Schreiber  Collection,  Victoria  and  Albert  Museum. 
Risk. 

1 1.  White  Saltglaze  wall  vase  moulded  with  a  rustic  scene, 
probably  carved  by  William  Greatbatch  for 
Josiah  Wedgwood,  c.  1764. 
Height :  9  inches. 

Schreiber  Collection,  Victoria  and  Albert  Museum. 
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SALTGLAZE  TILES  AND  WILLIAM  GREATBATCH 

The  evidence  for  considering  Greatbatch  the  block- 
cutter  of  the  tiles  is  based  upon  an  invoice  from 
J.  Wedgwood  to  W.  Greatbatch  of  n  January,  1764: 

Landskip  Tpt  Saus  bt 
Cream  Bt  &  Sugr  Box 

In  1905  a  block  that  is  almost  certainly  for  the 
'Landskip  Tpt'  referred  to  in  the  invoice  was  discovered 
along  with  other  blocks  in  some  crates  at  the 
Wedgwood  works,  Etruria,  an  example  of  which  is 
shown  (No.  9). 9  The  importance  of  this  teapot  is  that  it 
forms  the  basis  of  a  whole  group  of  wares  that  have  in 
common  a  rustic  subject:  trees,  cows,  goats,  sheep  and 
shepherds,  all  of  them  attributable  to  Greatbatch. 
Belonging  to  tins  group  is  a  saltglazc  wall  vase  (No.  11) 
that  is  directly  linked  to  the  tiles  as  the  building  winch 
appears  in  the  background  is  also  found  on  the  tile 
adapted  from  William  Kent's  illustration  to  table 
twenty-four  in  Gay,  'The  Butterfly  and  the  Snail' 
(Nos.  3  and  6)'.'  Tins  connection  between  the  'rustic' 
group  and  the  tiles  makes  it  likely  that  Greatbatch  was 

12.  Portrait  of  the  3rd  Earl  of  Burlington  by 
J.  Richardson,  c.  1717. 
National  Portrait  Gallery. 


the  modeller  of  the  tiles.  Furthermore  the  modelling 
of  the  trees  and  the  clumps  of  grass  on  the  tiles  is 
stylistically  comparable  to  the  wall  vase  and  small 
details  that  appear  on  the  tiles  are  also  to  be  found  on 
the  'rustic'  group;  compare  for  example  the  swans  on 
the  tile  of  a  Building,  Crane  and  Ship  (No.  2)  to  those 
found  on  the  'Landskip  Tpt'  (No.  9).  The  motif  of  the 
building  has  a  hnal  contribution  to  make  in  showing 
how  patterns  in  the  ceramic  industry  could  be  trans- 
mitted, as  a  Worcester  porcelain  wall  vase,  at  first  sight 
identical  to  the  saltglaze  version,  is  almost  certainly  a 
copy  as  the  building  is  slightly  different  and  the  treat- 
ment of  the  cows  and  foliage  clumsier  (No.  10).  Of 
incidental  interest  the  building  was  the  first  designed 
by  the  third  Earl  of  Burlington  and  executed  as  a 
pavilion  for  the  gardens  at  Chiswick  in  171 7.  It  was 
later  illustrated  in  volume  in  of  'Vitruvius  Brittanicus' 
in  1725  and  it  also  appears  in  the  background  of  an  early 
portrait  of  Burlington  by  J.  Richardson  (No.  12).  Kent's 
close  connections  with  Burlington,  who  brought  him 
to  England  from  Italy  in  1719,  explains  die  appearance 
of  this  building  in  his  illustration  (No.  6). 

As  to  die  matter  of  dating  the  riles  we  know  that  in 
1749  Whieldon's  notebook  records:  'Hired  Daniel 
Greatbatch' s  son'.8  As  Greatbatch  was  then  ten  years  old, 
it  is  reasonable  to  assume  diat  he  was  beginning  his 
seven  years  apprenticeship  winch  would  have  ended  in 
1756  making  this  the  earliest  date  possible  tor  the  tiles. 
At  the  other  end  of  the  time  scale  the  connection  be- 
tween die  tiles  and  the  'rustic'  group  established  by  the 
invoice  suggests  a  date  at  least  as  late  as  1764. 


NOTES 

1 .  The  source  of  the  two  tiles  not  illustrated  are 

fable  eleven,  'The  Peacock,  the  Turkey,  and  the  Goose' 
and  fable  seventeen,  'The  Shepherd's  Dog  and 
the  Wolf. 

2.  C.  F.  C.  Luxmore, '  Saltglaze  with  the  notes  of  a 
Collector',  William  Pollard,  Exeter,  1924,  Pis.  8S(a) 
and  Sofb). 

3.  L.  M.  Solon,  'The  Art  of  the  Old  English  Potter', 
1883,  p.  13. 

4.  A.  Ray,  'English  Delftware  Tiles',  Plate  24,  No.  23 5 
and  Plate  25,  No.  251. 

5.  Op.  cit.  p.  65. 

6.  For  the  evidence  establishing  Whieldon's  move  to 
Fenton  Vivian  in  1747  see  A.  R.  Mountford,  'Thomas 
Whieldon's  Manufactory  at  Fenton  Vivian', 
English  Ceramic  Circle,  Vol.  8,  No.  2,  pp.  164-182. 

7.  S.  Shaw,  'History  of  the  Staffordshire  Potteries', 
1829,  p.  183. 

8.  For  further  information  about  William  Greatbatch 
see  D.  Towner,  'William  Greatbatch  and  the  Early 
Wedgwood  Wares',  English  Ceramic  Circle,  Vol.  5,  No.  4. 

9.  A.  R.  Mountford,  'The  Illustrated  Guide  to 
Staffordshire  Saltglaze  Stoneware',  1971,  pp.  59-60. 


In  1964  a  painting  of  St.  Francis  was  discovered  in  a  Polish  parish  church  and  attributed  for 
obvious  stylistic  reasons  to  El  Greco.  Last  year,  cleaning  of  the  picture  revealed  the  signature 
of  El  Greco.  In  this  article,  the  original  discoverers  of  the  work  -  the  only  El  Greco  in  Poland  - 
describe  its  qualities,  how  the  signature  was  revealed  and  the  attempts  made  by  previous 
owners  to  falsify  an  attribution. 

\\  EL  GRECO  CONFIRMED 

Izabella  Galicka  and  Hanna  Sygictynska 


Domenikos 
Theotokopoulos, 
railed  El  Greco. 
The  Ecstasy  of  St.  Francis 
^holograph :  J.  Langda. 
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DURING  an  inventory  of  art  works  carried  out 
in  1964  in  the  County  of  Sokolow  (Warsaw 
province),1  in  the  presbytery  of  the  local 
parish  at  Kosow  we  came  across  a  painting  depicting 
St.  Francis.2  On  the  basis  of  iconographic  and  stylistic 
analysis,  we  attributed  it  to  El  Greco.  Our  thesis  was 
published  on  two  different  occasions:  in  the  Catalogue 
of  Arts  Monuments3  and  in  a  paper  published  in  the 
Bulletin  of  Art  History.4  Using  the  classification 
developed  by  Jose  Gudiol5  and  the  variants  of  tbe  St. 
Francis  series  which  he  singled  out,  we  concluded  that 
the  Kosow  painting  belonged  to  the  stigmatisation 
variant  represented  by  works  on  display  in  the  Pidal 
collection  of  Madrid,  the  Sachs  collection  of  Stockholm, 
the  National  Gallery  in  Dublin,  the  Detroit  Institute  of 
Arts  and  several  others.  But  the  absence  of  Christ 
Seraphic  in  the  Kosow  painting,  as  well  as  the  lack  of 
stigmatic  rays  emanating  from  Christ  inclined  us  to 
tentatively  call  the  work  The  Ecstasy  of  St.  Francis  upon 
becoming  stigmatised.  We  estimated  that  the  painting  had 
been  produced  sometime  during  the  decade  of  1570- 
1580. 

In  1974  the  painting  underwent  conservation, 
accompanied  by  comprehensive  technological  studies.6 
After  the  painting  had  been  cleaned  and  painted-over 
layers  of  the  background  removed,  the  Greek  minu- 
scule signature,  "Domenikos  Theotokop  (.  .  .)'  was 
found  below  the  skull  on  a  section  of  the  canvas  folded 
over  the  stretcher.  The  dramatically  frayed  clouds  and 
the  outline  of  a  hill  at  the  left  so  characteristic  of  El 
Greco  were  also  revealed. 

Three  faint,  interrupted,  though  discernible  red  lines 
emanating  from  the  upper  corner  of  the  painting  to  the 
palms  and  breast  of  St.  Francis  were  discovered.  Those 
lines  attest  to  the  artist's  intention  of  depicting  the 
moment  of  stigmatisation  by  Christ  Seraphic  which  he 
was  to  implement  in  later  replicas  of  the  variant  under 
discussion. 

Of  the  individual  traits  of  El  Greco's  painting  tech- 
nique, represented  by  the  Kosow  canvas,  the  most 
prominent  is  his  tendency  to  'write  with  his  paint 
brush'  by  the  use  of  various  brushes,  including  broad, 
hard  and  bristly  ones  whose  traces  are  apparent  in  the 
sweeping,  straight,  slanting  and  criss-crossing  brush 
strokes  revealing  the  structure  of  the  painted  layers. 
Others  include:  minute,  horizontal  strokes  made  with 
thin  brushes;  characteristic  pentiment,  visible  for 
example,  on  the  right  hand,  the  sleeve  of  the  habit  and 
the  hill  contour;  characteristic  wiping  of  the  brush  to 
remove  excess  paint  (a  trace  of  that  practice  may  be 
seen  in  the  left  area  of  the  painting  and  in  the  vicinity 
of  the  skull;  it  also  served  as  an  artistic  effect  which 
created  an  impressn  1  of  reflexions  and  defined  space; 
impastos  and  delicate  application  of  white  paint;  soft- 
ness, shagginess  and  a  penchant  for  changing,  mixed, 
blending  and  mutually  overlapping  colours. 

The  fact  that  the  Kosow  painting  was  produced  at 
an  early  stage  in  the  artist's  career  is  indicated  by  the 
delicate,  closely-woven  canvas  (later  paintings  and 


2.  Detail  showing  the  left  arm  with  characteristic  brush  strokes. 


3.  Detail  showing  the  painter's  signature  and  part  of  the  skull. 
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workshop  prototypes  appeared  on  coarsely-woven 
canvases,  whose  texture  was  often  used  to  achieve 
artistic  effects);  by  the  white  plaster  foundation  (later, 
reddish-brown  clay  bases  were  used  in  El  Gret  o  s 
workshop)  and  by  the  subucd  colours  -  greys,  sea 
greens,  blues,  whites  and  yellows. 

The  facial  complexion  is  cream-coloured,  silvery  and 
pink,  and  the  hands  pinkish-violet;  later  human  flesh 
would  be  rendered  by  cold,  grey  shades  of  iron-like 
quality.  All  these  characteristics  with  the  signature 
'Domenikos  Theotokop  (.  .  .)'  (similar  to  that  on  a 
painting  c.  1580  in  the  Pidal  collection  of  Madrid) 
support  the  thesis  that  the  Kosow  painting  is  an 
El  Greco  original  from  the  artist's  late  Italian  or  early 
Toledan  period.7 

The  model  of  St.  Francis  chosen  by  El  Greco  at  the 
threshold  of  his  career  recurred  throughout  his  work. 
It  displays  certain  physical  traits  found  in  nearly  all  of 
El  Greco's  figures. 

In  the  second  decade  of  the  twentieth  century  sonic 
physicians  attempted  to  explain  the  deformations  of 
the  figures  in  scientific  terms,  ascribing  them  to  the 
mental  disability  or  physical  deformity  of  the  artist 
and/or  his  models.8  The  disputes  among  artists,  critics, 
writers  and  admirers  of  El  Greco's  art  were  opposed  by 
art  historians  who  assessed  his  works  in  terms  of 
stylised  mannerism  and  defended  his  right  to  independ- 
ence of  portrayal  and  to  free  deformation  of  nature. 

As  for  the  history  of  the  painting  of  St.  Francis,  it 
appears  doubtful  whether  there  is  any  documentation 
of  the  work  before  it  found  its  way  to  the  Kosow 
presbytery.  We  maintain  the  view  that  we  expressed 
in  our  paper  that  the  painting  was  a  part  of  a  collection. 
This  is  borne  out  by  traces  of  dotting  and  retouching 
as  well  as  two  successive  attempts  to  ascribe  the  painting 
to  other  well-known  painters.  Uncovered  in  the  course 
of  conservation,  the  inscription  'A.  van  Diick".  w  hich 
covered  the  area  signed  by  El  Greco,  was  an  attempt 
to  fake  the  signature  of  Anthony  van  Dyck.  Another 
attempt  at  attribution  took  place  in  the  nineteenth 
century,  when  the  false  and  incorrectly  written  signa- 
ture 'van  Diick'  was  painted  over.  Traces  of  the 

£ 

inscription  'Gerard  Honthorst'  (complete  with  a 
question  mark)  were  deciphered  by  us  in  1964  on  the 
reverse  side  of  the  canvas.9  These  traces  gave  rise  to  the 
assumption  that  the  painting  may  have  been  in  the 
hands  of  art  dealers. 

Up  till  the  present  some  one  hundred  and  thirty 
paintings  of  St.  Francis  connected  with  El  Greco  have 
survived.  They  include  prototypes,  replicas  and  the 
artist's  repetitions,  workshop  copies  and  copies  created 
at  a  later  date.  In  monographs  and  catalogues  dealing 
with  the  works  of  El  Greco  their  numerical  break- 
down is  treated  in  a  variety  of  ways,  depending  on  the 
severity  of  the  criteria  used.  Manzini  and  Frati,10  for 
example,  have  distinguished  seventy-one  paintings  in 
the  St.  Francis  series,  of  which  twenty-seven  were 
signed.  Ipscr  (i960)11  ascertained  the  existence  of 
eighty-eight  paintings  of  St.  Francis,  of  which  thirty 


w  ere  signed.  He  noted  that  of  the  signed  paintings  of 
St.  Francis,  nineteen  were  to  be  found  in  Spain,  five  in 
tin  USA,  four  in  France  and  one  each  in  Italy,  Greece 
and  Canada.  Wethey  says  that  only  twenty-five 
pictures  of  St.  Francis  arc  genuine  El  Greco  paintings.12 
A  hundred  and  tour  canvases  associated  with  El  Greco 
he  found  to  be  nothing  more  than  schoolwork,  copies 
and  w  rong  attributions.  It  should  be  added  that  among 
the  ten  examples  of  the  variant  typified  by  the  Kosow 
painting,  only  the  one  at  the  Pidal  collection  did  he 
view  as  the  genuine  El  Greco  masterpiece. 

NOTES 

1 .  Inventories  of  art  works  are  conducted  by  the 
Institute  of  Art  of  the  Polish  Academy  of  Sciences.  Their 
results  are  regularly  published  in  a  serial  publication, 
The  Catalogue  of  Arts  Monuments  in  Poland,  under  the 
editorship  of  Jerzy  and  Barbara  Lozinski. 

2.  At  present  it  is  at  the  Roman  Catholic  episcopal  seat  at 
Siedlce.  The  painting's  dimensions:  before 
conservation,  102  X  75  cm;  after  conservation, 

104  X  75  cm. 

3 .  Catalogue  of  Arts  Monuments,  Sokolow  county, 
fascicle  25,  volume  10,  Warsaw  province,  edited  by 
Izabella  Galicka  and  Hanna  Sygietynska,  Warsaw  1965, 
p.  6,  illustration  22. 

4.  I.  Galicka,  H.  Sygietynska,  'An  unknown  painting 
from  the  St.  Francis  series  of  El  Greco  discovered  at 
Kosow',  Bulletin  of  Art  History ,  xxvm(ia66),  pp.  340-349. 

5.  Jose  Gudiol,  'Iconography  and  chronology  in  El  Greco's 
paintings  of  St.  Francis',  Art  Bulletin  xnv  (1962), 

pp.  195-203. 

6.  Conservation  of  the  painting  was  carried  out  by  the 
following  art  experts  and  conservators: 

Maria  Orthwein  and  Zpfia  Blizinska  in  consultation 
with  Professor  Bohdan  Marconi.  X-ray  studies 
through  the  use  of  ultraviolet  and  infra-red  rays  were 
conducted  by  Professor  Bohdan  Marconi; 
micro-chemical  analysis  by  Piotr  Rudniewski, 
spectograph  analysis  by  Danuta  Substyk. 

7.  Compare :  H.  Soehner,  'Greco  in  Spanien', 
Munchner fahrbuch  ger  Bildenden  Kunst,  vn  (1957), 
ix/x  (1958(9),  and  H.  H.  Sonnenburg,  'Zur  Maltechnik 
Grecos',  Munchner  Jahrbuch  der  Bildenden  Kunst, 

ix  (x)  1958(9),  pp.  243-255. 

8.  In  1913  R.Jorge  diagnosed  paranoia  and  C.  Juarros 
assumed  psychastenia  (in  1914).  In  the  same  period 

G.  Beritens  attempted  to  prove  that  the  unusual  bodily 
proportions  displayed  by  El  Greco's  subject  pointed 
to  the  painter's  eye  defect  (astigmatism).  In  1953 
A.  Perrera  theorised  that  the  models  El  Greco  painted 
had  been  under  the  influence  of  hashish.  The  latest 
theories  include  that  expounded  by  G.  Maranon  in 
1955  and  published  in  i960;  he  contended  that 
El  Greco  used  the  inmates  of  the  mental  hospital  at 
Toledo  as  his  models.  On  13  November,  1974, 
Professor  Jan  Kwoczynski  (Head  of  the  Cardiology 
Department,  Post-graduate  Medical  School,  Warsaw), 
at  a  meeting  of  the  Association  of  Art  Historians  in  a 
paper  prepared  by  the  authors  (Galicka  and  Sygietynska) 
'El  Greco's  Painting  of  St.  Francis:  Problems  of 
Iconography  and  Style',  advanced  a  new  hypothesis  - 
that  the  combination  of  physical  characteristics  apparent 
in  Ei  Greco's  subjects  correspond  to  Marfan's  Syndrome, 
an  inherited  disorder  of  the  connective  tissue. 

9.  At  present  that  inscription  is  covered  by  a  later 
duplicate  of  this. 

10.  G.  Manzini,  T.  Frati,  L' opera  completa  del  Greco, 
Milan  1969. 

11.  K.  Ipser,  El  Greco  der  Maler  der  christliclu  n  Weltbildes, 
Braunschweig-Berlin,  i960. 

12.  H.  E.  Wethey,  Ei  Greco  and  his  School,  Princeton, 
New  Jersey,  1962. 
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On  the  history  of  the  Michelin  Building,  South  Kensington,  London,  the  most  important 
proto-Art  Deco  building  in  England,  virtually  nothing  has  been  hitherto  known.  Jenny 
Pearson  has  conducted  exhaustive  researches  into  the  antecedents  of  the  building,  on  one 
occasion  visiting  the  Michelin  headquarters  in  Clermont-Ferrand,  France,  in  an  attempt  to 
establish  the  identity  of  the  architect.  That  still  remains  doubtful,  though  Miss  Pearson  has 
probably  carried  the  story  as  far  as  it  can  be  carried.  But  her  researches  did  reveal  the  origin 
of  the  vivid  tile  designs  on  the  walls  of  the  Michelin  Building. 


THE  MICHELIN  BUILDING 

Jenny  Pearson 


The  Michelin  Building  in  the  Fulham  Road, 
London  (see  colour  and  No.  i),  has  seemed  to 
many  a  garish  architectural  freak.  There  is  a 
majestic  humour  about  the  upward  curve  of  its  false 
gable  in  white  tiles;  the  preposterous  sculptured  tyres 
(No.  7),  mounted  above  the  central  pilasters  and  bright 
yellow  against  a  blue  sky;  the  elaborate  colour  scheme 
of  white,  blue,  green  and  yellow  Marmo  tiles,  relieved 
here  and  there  by  monograms  nesting  in  green  foliage 
and  gleaming  red  grapes.  Lintels  of  wrought  iron- 
work crown  the  three  entrances  to  the  tyre  chang- 
ing bay  at  the  front  of  the  building  -  twirling  black 
leaves,  tendrils  and  flowers  surrounding  a  gilded  mono- 
gram against  a  backdrop  of  bright  cerulean  blue.  The 
eye  boggles.  But  why  should  there  not  be  an  historic 
building  which  commands  attention,  not  with  awe  but 
with  a  laugh?  As  interest  in  Art  Deco  architecture 
grows,  so  does  appreciation  of  this  proto-Art  Deco 
building,  which,  astonishingly,  was  built  as  early  as 
1910.  It  anticipates  anything  of  the  kind  in  America, 
and  heralds  the  'facade'  style  of  the  Hoover  Building 
type  of  architecture  of  the  1920s  and  1930s,  of  which 
Wallis,  Gilbert  and  Partners  were  the  main  practi- 
tioners. Like  the  Wallis,  Gilbert  factories,  it  was  an 
architectural  advertisement,  gaudy  as  a  poster.  The 
only  remotely  comparable  predecessor,  still  standing, 
is  8  Addison  Road,  the  tiled  'palace'  built  for  Sir 

Colour. 

Top  left. 

A.  Front  view  of  the  Michelin  Building  in  Fulham  Road, 
London,  today.  Michelin  Tyre  Company  Ltd. 

Top  right. 

B.  Cover  of  the  book  of  lithographs  by  E.  Montaut 
(or  Montaul),  believed  to  be  the  original  artist  of  the 
Michelin  panels. 

Centre. 

c.  Panel  in  Lucan  Place  showing  Guillaumc  in  a 
red  Darracq,  spinning  out  of  the  Alps  in  the 
Paris-Vienna  Race,  1902. 

Bottom. 

d.  The  Moscow-St.  Petersburg  race  on  a  Michelin  panel  (1908). 
Note  the  cossacks  in  the  background. 


Ernest  Dcbenham  in  1905-1907  by  Halsey  Ricardo,  the 
one-time  partner  of  William  De  Morgan,  the  great 
Fulham  potter.  Burmantoft  ceramics  were  used  on 
both  buildings,  and  there  are  certain  stylistic  similarities 
between  the  two,  so  Halsey  Ricardo  might  have  been 
an  intelligent  first  guess  as  the  architect  of  the  Michelin 
Building. 

But  this  remarkable  building  is  almost  as  mysterious 
in  its  origins  as  Kubla  Khan's  pleasure  dome.  The 
building  and  motor  press  of  the  day  declare  the  archi- 
tect to  have  been  a  M.  Francois  Espinasse  of  Clermont- 
Ferrand,  France,  where  Michelin  still  have  their  head- 
quarters. Who  was  Espinasse?  What  else  did  he  build? 
It  proved  impossible  to  obtain  answers  to  these 
questions.  Apparently  Michelin  kept  no  archive  on  the 
building  at  the  time:  neither  their  London  office  nor 
their  publicity  office  in  Paris  knew  anything  of 
Espinasse.  The  Paris  office  suggested  that  the  architect 
may  not  have  been  Espinasse  at  all  but  a  man  called 
Serrurier,  better  known  as  a  designer  of  motor  show 
stands  at  the  time.  Through  the  Victoria  and  Albert 
Museum  we  were  put  in  touch  with  an  authority  on 
Serrurier  in  Belgium,  M.  Jacques  Gregoir  Watelot, 
who  is  convinced  that  Serrurier  had  nothing  to  do  with 
the  Michelin  building. 

In  a  last  bid  for  information,  I  flew  from  Paris  to 
Clermont-Ferrand.  The  London  office,  far  from  offer- 
ing a  letter  of  introduction,  had  advised  me  that  I 
would  probably  not  be  admitted  at  the  gate :  the  firm's 
obsessive  secrecy  and  dislike  of  visitors  is  something  of 
a  legend.  Luckily  an  Englishman  on  Michelin  business 
happened  to  be  on  the  aeroplane,  and  the  driver  who 
met  him  agreed  to  be  my  ferryman  across  the  Styx. 
Penetrating  as  far  as  the  chairman's  personal  assistant 
(M.  Francois  Michelin  was  away)  I  was  again  told, 
courteously  but  firmly,  that  nothing  was  known  about 
the  London  building.  They  promised  to  search  for 
information,  but  hazarded  a  guess  that  if  there  were 
even  any  documents  they  had  'probably  been  bombed 
in  the  war'. 


121 


THE  MICHELIN  BUILDING 


The  French  order  of  architects  in  Paris  knew  nothing 
about  Francois  Espinasse  but  gave  the  address  of  an 
architect  named  Antoine  Espinasse,  currently  practising 
in  Clermont-Ferrand.  Was  he  a  descendant?  'Mal- 
hcureusement',  he  replied,  he  was  not,  neither  did  he 
have  any  knowledge  of  Francois  or  the  London 
Michelin  building.  All  we  know  of  Francois  Espinasse 
is  that  he  was  born  in  1880,  joined  the  engineering 
department  of  Michelin  in  1906  at  Clermont-Ferrand, 
and  died  in  1925.  He  was  also,  it  appears,  responsible 
for  the  company's  similar  but  less  interesting  building 
at  97  Boulevard  Peroire,  Paris. 

Michelin  may  in  fact  be  none  too  delighted  at  the 
interest  in  the  London  building  among  students  of 
architecture,  since  their  admiration  for  it  has  prevented 
development  of  a  valuable  commercial  site.  In  1967,  a 
class  two  preservation  order  was  placed  on  the  front 
part  of  the  building.  In  1972,  partly  as  the  result  of 
vociferous  objections  by  local  residents,  Michelin  were 
prevented  from  replacing  the  unlisted  portion  at  the 
back  with  a  ten-storey  office  block  which  would  have 


1.  An  early  photograph  of  the  Michelin  Building,  showing 
the  tyre  figures  in  the  windows  -  later  replaced  with 
plain  glass.  The  figure  on  the  front  was  illuminated  at 
night  with  mercury  vapour  lamps. 


overshadowed  the  residential  buildings  around  an 
given  the  listed  building  an  ugly  backdrop.  Now  al! 
idea  of  replacement  seems  to  have  been  abandoned 
Being  stuck  with  an  historical  monument,  Michelir 
are  making  the  best  of  it:  the  recently  cleaned  cxterio 
and  redesigned  entrance  hall  give  a  fresh  and  clear 
of  it  and  its  ornaments,  particularly  the  ceramic  panel 
depicting  scenes  from  the  early  days  of  motoring  whic 
surround  the  outside  of  the  building  and  continue  in 
side  round  the  tyre  bay  and  entrance  hall. 

The  panels  are  the  most  interesting  single  feature  o: 
the  building.  In  October  1971  Christopher  Neve  con- 
tributed an  article  to  Country  Life  linking  them  with  th 
motoring  events  they  portray.  Until  very  recently  thci 
origin  remained  obscure  -  except  that  they  were  mad< 
by  the  firm  of  Gillardoni  Fils  et  Cie.  in  the  rue  dc 
Paradis,  Paris,  winch  went  out  of  business  shortly 
afterwards.  The  name  of  the  artist  originally  respon- 
sible for  drawing  the  cars  as  they  raced  through  snowy 
mountains  and  past  astonished  peasants  in  picture- 
postcard  European  scenery,  was  not  recorded. 

A  book  of  colour  lithographs  (colour  b)  has  now- 
been  found  which  corresponds  closely  with  the  Mich 
clin  panels.  The  artist's  name  is  either  E.  Montaut 
or  E.  Montaul:  the  signature  is  not  clear.  Like 
Espinasse,  he  appears  to  have  been  little  known.  He  is 
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iot  listed  in  the  Benezit  Dictionary  of  Artists.  From 
he  style  of  the  drawings  -  hunched,  hclmeted  drivers 
taring  forward,  cars  drawn  with  close  attention  to 
uechanical  detail  (looking  very  static  in  spite  ot  spin- 
ting  wheels  and  trailing  dust  clouds)  and  above  all  the 
ikture-postcard  instinct  tor  indicating  location  -  there 
an  be  no  doubt  that  the  artist  of  the  lithographs  was 
he  original  source  of  the  Michelin  panels.  The  book, 
ntitled  '10  Ans  de  Courses',  contains  a  picture  of  Duray 
vinning  the  1907  race  from  Moscow  to  St.  Petersburg 
1  a  Lorraine-Dietrich:  to  establish  the  location,  the 
rtist  has  two  mounted  cossacks  prancing  by  the  road- 
idc.  One  of  the  Michelin  panels  shows  hemery 
vinning  the  same  race  in  a  Benz  the  following  year  and 
0!  by  the  roadside  with  spears  pointing  upwards,  are 
wo  mounted  cossacks  (colour  d).  The  book,  printed 
a  1908  and  depicting  victors  of  races  over  the  past  ten 
•ears,  is  in  the  collection  of  Mr.  Eric  Quayle  at  Zeimor, 
Cornwall. 

The  Gilardoni  versions  of  Montaut  (or  Montaul) 
lave  more  finish  and  style  than  the  lithographs  and  are 
jiven  unity  within  the  general  character  of  the  building 
>y  sinuous  Art  Nouveau  oak  trees  placed  to  either  side 
>f  each  picture.  Looking  at  them,  one  is  gripped  by  a 
celing  for  the  roar  and  dust  and  adventure  of  days 
vhen  people  rushed  to  the  roadside  to  cheer  a  passing 
ar,  when  there  were  no  public  garages  and  one  made 
>ne's  own  arrangements  for  maintenance  and  fuel; 
luring  the  Prince  Borghese's  famous  'Pekin  to  Paris' 
ace  in  the  first  decade  of  the  century,  drivers  had  to  go 
n  search  of  bullocks  to  drag  their  cars  out  of  ditches. 

On  the  Lucan  Place  side  of  the  building,  Guillaume 
s  shown  whizzing  out  of  snow-covered  mountains  to 
vin  the  1902  Paris-Vienna  race  (colour  c).  In  solid 
rontrast,  on  the  Sloane  Avenue  side,  two  portly  gentle- 
ncn  in  soft  hats  sit  very  upright  in  a  square-shaped  car, 
;  he  first  ever  to  be  mounted  on  Michelin  tyres;  as  they 
hive  gently  along  the  Paris-Bordeaux  road,  a  sleepy 
tillage  and  church  spire  lend  an  appropriate  back- 
ground. To  the  non-expert  the  side  details  of  the  panels 
ire  as  interesting  and  even  more  charming  than  the 
l^rs.  As  Duray  drives  the  Circuit  des  Ardennes,  a  group 
)f  picnickers  watch  from  a  nearby  hill.  Peasant  women 
with  ballooning  skirts  wander  into  the  distance,  back- 
/iew,  as  Terront  rushes  by  in  the  1891  Paris-Brest 
jicycle  race.  The  drivers  with  their  waxed  moustaches, 
"lying  scarves  -  in  one  case,  flying  coat-tails  -  transport 
:he  imagination  back  to  the  time  of  Isadora  Duncan  and 
:hc  handsome  'Bugatti'. 

A  panel  in  the  entrance  hall  depicts  a  horse-drawn 
nacre,  dated  1896,  trotting  in  front  of  the  Arc  de 
Triomphc;  another,  given  the  central  position  of 
lonour,  shows  King  Edward  vn  and  Prince  George  in 
the  open  rear  of  a  royal  blue  car,  mounted  on  Michelin 
:yrcs  (No.  2).  A  monoplane  described  as  'Latham's 
machine'  flies  over  a  stylised  river  scene  (No.  4),  for 
Michelin  at  that  time  were  makers  of  aeroplane 
sheeting. 
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2.  A  panel  portraying  King  Edward  vn  and  Prince  George, 
chauffeur  driven,  has  pride  of  place  in  the  entrance  hall. 


3.  A  gentle  run  past  sleepy  villages  in  the  first  car  to  use  Michelin 
tyres.  Panel  on  the  Sloane  Avenue  side  of  the  building. 


4.  'Latham's  machine'  in  one  of  the  most  elaborate  panels 
in  the  tyre-fitting  bay,  at  the  front  of  the  building. 
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5.  The  old  Paris  headquarters  of  Michclin,  believed  to  be  by 
the  same  architect  as  the  London  building.  Side  panels 
by  the  French  cartoonist  O'Galop. 


6.  Poster  for  the  comcdie  bouffe  La  Tortue  by  O'Galop, 
who  designed  the  side  panels  on  the  Paris  building,  c.  1895. 
37  X  75  inches. 
Lords  Gallery,  Ltd. 


LE  GALLO  0UTH£  des  Hooveaotls 
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Interest  in  the  panels  today  owes  a  lot  to  nostalgia. 
They  were  ignored  by  the  building  and  motoring 
magazines  at  the  time,  which  were  variously  more  con- 
cerned with  the  then  fashionable  'Marmo'  facing  of  the 
exterior  and  the  efficiency  of  the  service  it  promised  to 
motorists.  The  Building  News  of  27  January  191 1,  called 
t  an  'imposing  and  interesting  building'  and  described 
n  some  detail  how  'One's  interest  is  arrested  by  the 
exclusive  and  beautiful  style  of  Burmantofts  "Marmo" 
iacing,  in  several  colours,  with  enriched  emblematic 
md  heraldic  patterns,  supplied  by  the  Leeds  Fireclay 
Company  Ltd.'.  It  also  admires  the  building's  sanitary 
ittings,  as  does  Tlic  Builder  of  3  February  in  a  shorter, 
ess  effusive  article,  which  gives  details  of  the  frontage 
md  fittings  in  almost  identical  words.  Obviously  some- 
>ne  issued  a  trade  information  sheet.  Neither  publica- 
ion  mentions  the  builders,  the  French  firm  of  L.  G. 
Mouchel. 

The  motoring  press  paid  little  attention  to  architect- 
Aral  qualities:  indeed,  The  Autocar  of  28  January  191 1 
was  thoroughly  negative  about  it  -  though  one  suspects 
:he  rudeness  to  spring  from  a  desire  to  be  literary  rather 
:han  direct  observation.  'If  Bibendum,  which  is 
Michelin,  has  not  built  himself  a  lordly  pleasure  house 
it  71  Fulham  Road,  London  sw,  he  has  at  least  erected 
splendidly  appointed  premises  from  which  to  handle 
lis  British  business.'  The  emphasis  of  the  article  is  on 
modernity  and  utility,  as  in  The  Motor  of  24  January, 
which  enthuses  about  the  self-opening  doors  and 
excellent  roll-up  maps  for  members  of  the  public  to 
work  out  itineraries  (this  was  in  the  days  before  motor- 
ing books  became  general).  The  opening  ceremony  is 
reported,  with  M.  Andre  Michelin  remarking  that  'the 
tyre  company  Michelin  was  a  tangible  expression  of  the 
Entente  Cordiale'  and  offering  all  present  'the  best 
wishes  for  the  New  Year  -  and  a  set  of  tyres  that  will 
never  burst!'  Gilt  replicas  of  the  British  Michelin 
Aeroplane  Trophy  were  thereupon  presented  to  the 
French  Ambassador  and  the  President  of  the  Society  of 
Motor  Manufacturers  and  Traders.  The  Car  gave  the 
new  building  a  full,  illustrated  page  on  23  January,  but 
'made  no  mention  of  its  architect.  Again,  it  had  much 
to  say  about  the  efficiency  of  the  place  and  its  w  ell- 
stocked  basement:  "We  are  informed  that  some  25,000 
covers  can  be  stocked  at  one  time,  in  addition  to  30,000 
tubes'. 

The  early  pictures  show  the  building  dominated  by 
I  the  figure  of  Bibendum  (or  'Bib'  as  the  Michelin  tyre 
;  man  is  familiarly  called).  He  glared  down  on  the 
Fulham  Road  in  stained  glass  from  the  main  window 
above  the  front  entrance  -  a  huge,  wide-mouthed 
figure  which  used  to  be  illuminated  at  night  with 
mercury  vapour  lamps,  giving  off  a  garish,  grey-blue 
light  (No.  1).  The  wide  mouth  belonged  to  the  original 
Michelin  advertisements,  in  which  the  tyre  figure 
raised  a  champagne  glass  full  of  sharp-looking  objects 
with  the  toast  'Nunc  est  Bibendum!'  (Now  is  the  time 
to  drink!),  for  the  firm  claimed  that  their  tyres  would 


7.  Yellow  sculptured  tyre  mounted  above  a  pilaster. 


absorb  sharp  objects  without  bursting.  In  the  Lucan 
Place  window  of  the  building,  a  jollier  Bib  was  por- 
trayed riding  a  bicycle.  Perhaps  it  was  the  dominating 
vulgarity  of  these  windows  winch  discouraged  people 
from  noticing  its  architectural  qualities.  Today  they 
have  been  replaced  with  plain  glass,  while  the  Paris 
building's  most  noticeable  characteristic  is  still  a 
ceramic  Bib  (No.  5)  by  the  cartoonist  O'Galop,  of 
whom  also  nothing  is  known  except  that  he  designed 
a  theatrical  poster  for  the  comedie  bouffe  La  Tortue 
(No.  6). 

Gradually,  alongside  the  almost  cult  enthusiasm 
which  formed  the  first  wave  of  recognition  for  the 
Michelin  building,  the  architectural  historians  and 
experts  are  lining  up  to  hail  it  as  a  landmark  of  London. 
Sir  Osbert  Lancaster  wrote  in  a  letter  to  us  'I  have  long 
been  a  keen  admirer  of  the  Michelin  building'  -  though 
he  knew  no  details  of  its  history.  Professor  Sir  Nikolaus 
Pevsner  did  not  include  it  in  the  first  edition  of  the 
London  volume  of 'The  Buildings  of  England',  but  told 
us  he  proposed  to  do  so  in  a  revised  edition. 

The  author  wishes  to  thank  the  I  Ictoria  and  Albert  Museum 
and  the  Royal  Automobile  Club  Library  for  the  help  they  gave 
in  the  preparation  of  this  article. 
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In  our  Sicily  Issue  (March,  1975),  Anthony  Robins,  an  American  research  scholar,  wrote  about 
the  paintings  of  Aiitonello  da  Messina  demonstrating  how  'the  one  great  Italian  Renaissance 
painter  to  emerge  from  Sicily'  developed  from  'a  provincial  working  in  a  pseudo-Flemish  trad- 
ition' to  'a  master  working  in  an  Italian  style',  and  analysed  Antoncllo's  debt  to  Giovanni 
Bellini  and  Mantegna. 

In  this  issue.  Professor  Maria  Paolini,  a  leading  Sicilian  expert  on  Antoncllo's  work,  discusses 
further  the  origins  of  Antonello's  sudden-flowering  style,  against  the  social  and  economic 
conditions  of  Messina  at  that  time. 


ANTONELLO  DA  MESSINA 

Maria  Paolini 


1.  Antonello 
da  Messina. 
Crucifixion. 
Muzeul  de  Aria, 
Bucarcst. 


a  ntonello  da  messina  was  one  of  the  greatest 
/%  of  the  Quattrocento  painters.  Many  of  his 
^  solutions  to  the  problems  of  space  were 
original;  his  imagery  was  sometimes  recondite  but  at 
the  same  time  it  was  so  rooted  in  the  life  about  him 
that  it  was  realistic,  even  anecdotal.  Because  of  present- 
day  methods  of  study,  our  knowledge  of  this  artist  has 
hardly  progressed  beyond  the  excellent  critique  of 
Lauts  and  Vigni's  illuminating  study  whose  appearance 
coincided  with  the  superb  Messina  Exhibition  in 
1953,1  when  for  the  first  time,  although  no  attempt 
was  made  to  sort  out  the  improbable  derivations  of 
local  painting,  the  works  of  Antonello  were  shown 
alongside  those  of  other  painters  active  in  Sicily.  If 
nothing  else  the  exhibition  served  to  show  how 
Antonello  had  been  influenced  by  Iris  first  home, 
Messina,  and  how  he  in  turn  had  influenced  Sicilian  art. 
The  exhibition  was  also  important  because  it  enabled 
comparisons  to  be  made  between  authentic  works  and 
those  attributed  -  admittedly  with  gaps  -  to  the  artist. 
It  also  revealed  the  extraordinary  development  of  the 
artist's  thoughts  and  experiences  during  a  career  of 
some  twenty  years. 

Even  in  his  early  work  his  genius  was  apparent.  In 
his  stupendous  Crucifixion  in  Sibiu  the  diminishing 
landscape  is  executed  in  the  Flemish  style  with  its 
distribution  of  colour  and  its  contrasts  in  light.  In 
Salvator  Mundi  (1465),  now  in  London,  the  first  bold 
strokes  of  the  foreshortening  are  made  with  controlled 
ardour,  but  without  disturbing  the  enigmatic  presence 
of  the  image.  Against  the  dark  background,  painted  in 
the  style  of  the  Flemish  School,  the  image  is  bathed  in 
a  light  from  the  side  which  defines  the  volume  of  the 
figure,  while  the  shadows,  carefully  calculated,  ex- 
cavate the  niches  for  the  hands,  suggesting  the  tran- 
sition from  the  chin  to  the  neck  modelling  the  cavity 
of  the  eye-sockets  with  an  extraordinary  realism  and 
lightness. 


The  sudden  emergence  of  Antonello  has  puzzled 
eminent  historians.  Vasari  affirmed  -  on  what  authority 
we  do  not  know  -  that  Antonello  had  undertaken  a 
journey  to  Flanders  where  he  became  a  follower  of  Jan 
Van  Eyck  from  whom  he  learned  the  technique  of  oil 
painting  which  he  then  introduced  into  Italy.  Any 
relationship  between  Van  Eyck  and  Antonello  seems 
highly  unlikely  -  the  former  died  in  1441  and  the  latter, 
although  we  lack  definite  proof,  must  have  been  born 
about  1430.  Again  Vasari,  like  the  ancient  historians 
with  their  passion  for  anecdotes,  loved  to  interweave 
fact  with  fiction,  drawing  more  heavily  on  the  latter, 
a  method  which  would  hold  the  attention  of  his 
readers  and  would  ensure  that  they  remembered  the 
substantial  truth  of  the  story.  It  was  clear  to  Vasari  that 
Antonello's  development  as  an  artist,  not  only  in  his 
first  period,  could  not  be  explained  without  some 
knowledge  of  the  Flemish  School  to  which  undoubted- 
ly he  had  to  refer  to  achieve  a  refinement  of  technique 
comparable  to  that  of  the  Flemish  artists  themselves. 

Vasari  also  knew  that  the  technique  of  oil  painting 
was  already  known  in  Italy  in  the  Middle  Ages  and  that 
Van  Eyck's  invention  consisted  more  in  developing  it 
to  achieve  the  highest  degree  of  colour  luminosity, 
creating  an  alternative  to,  but  not  a  flat  equivalent  of, 
reality.  To  this  end  the  Flemish  painter,  after  repeated 
experiments,  added  linseed  and  nut  oil,  "boiled  with 
other  mixtures',  to  his  pigment,  as  it  seems  Antonello 
did. 

It  has  still  to  be  proved  where  Antonello  could  have 
learned  of  these  technical  methods  which  were  in  use 
in  Flanders,  and  elsewhere,  including  Naples  and  Sicily. 
Historians  report  that  Flemish  works,  those  of  Van 
Eyck  in  particular,  had  reached  these  places.  Besides,  a 
well-known  painter  in  Naples,  Colantonio,  painted 
according  to  the  Flemish  technique,  to  which  he  had 
been  introduced  by  King  Renato.  The  Neapolitan 
historian  Francesco  Summonte,  who  wrote  some 
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2.  antonello 
da  Messina. 
Portrait  of  a  man. 
Museo  Mandralisca, 
Cefalu. 


3.  Antonello 
da  Messina. 
Ecce  Homo. 
Museo  Ciuico, 
Piacenza. 


thirty  years  before  Vasari,  remembered  Antonello's 
apprenticeship  with  Colantonio.  But  if  in  those  works 
of  Colantonio  that  have  reached  us  we  fail  to  see  formal 
inflections  comparable  to  those  of  Antonello,  it  is  none- 
theless an  indisputed  fact  that  Colantonio  was  an 
assiduous  and  capable  copyist  of  Flemish  works.  It 
could  be  therefore  that,  as  modern  criticism  is  ready  to 
believe,  Antonello  never  visited  Flanders  but  came  into 
contact  with  Colantonio  in  Naples  and  completed  his 
education  from  authentic  Flemish  works. 

There  are  those,  however,  who  are  prepared  to  see 
evidence  of  Antonello's  beginnings  in  Sicily  in  works 


like  Triumph  of  Death  in  the  Palazzo  Solafmi,  a  work 
which  can  easily  be  placed  in  the  context  of  Palermitan 
painting  in  the  years  preceding  the  middle  o£  the 
century.  Finally  there  are  those  who  claim  that 
Antonello  had  contacts  in  Milan  with  Petrus  Christus, 
basing  their  belief  upon  a  document  of  obscure  inter- 
pretation.2 In  fact  the  presence  of  Petrus  Christus  in; 
Bruges  is  not  documented  in  the  years  between  1457 
and  1462.  In  this  period  he  could  have  lived  in  southern 
Europe,  in  Italy  or  Spain.  Works  of  the  Flemish  painter 


were  probably  considered  'old-fashioned'  in  Spain  and 
southern  Italy  and  even  in  Sicily.  Certain  details  in 
some  of  his  paintings  leads  one  to  think  that  contact 
could  have  taken  place  between  the  two  artists,  or  at 
least  that  each  could  have  known  the  work  of  the 
other. 

That  Antonello  had  initially  travelled  widely,  not 
only  in  Italy,  seems  highly  probable.  And  when  in  1457 
we  again  find  his  name  in  documents,  when  he  was 
about  twenty-six  years  old  and  already  a  recognised 
master,  in  that  he  had  a  workshop  and  kept  apprentices, 
his  output  could  have  been  more  than  we  have  proof  of 
or  can  infer  from  the  existing  documents.  At  this  time 
too  there  could  have  been  another  trip  or  more  likely  a 
fairly  long  sojourn  outside  Sicily,  for  in  January  1460 
he  crossed  to  Messina  from  a  port  in  Calabria  with  his 
family  and  retainers. 

He  is  frequently  mentioned  in  the  Messina  docu- 
ments between  1460  and  1465.  To  this  period  belong 
perhaps,  besides  the  panels  (unauthenticated)  in  the 
Museum  of  Reggio  di  Calabria,  the  prototype  of  the 
Salting  Madonna  (unauthenticated)  and  the  portrait  in 
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ANTONELLO  DA  MESSINA 


Uft. 

{.  Antonello 
>a  Messina. 
detail  from 
The  Annunciation. 
Museo  Nazionale, 
Syracuse. 


the  Museum  of  Cefalii,  the  first  example  in  Italy  of  a 
three-quarters  portrait  in  the  Flemish  style,  a  magnifi- 
cent characterisation  of  a  Sicilian  nobleman  or  burgher, 
a  representative  in  the  latter  case  of  that  class  which  in 
Messina,  more  than  in  any  other  Sicilian  city,  was 
dedicated  to  trading  with  other  Mediterranean  and 
Italian  cities. 

Given  the  social  and  economic  conditions  prevailing 
in  the  Messina  of  the  time,  it  is  easy  to  understand  how 
a  personality  such  as  Antonello  could  have  developed 
wide  cultural  sympathies;  he  was  better  known  outside 
than  in  Sicily  itself. 

The  Messina  documents  do  not  mention  him  from 
1465  to  1473;  they  carry  no  mention  of  Sicilian 
activity  beyond  1472,  nor  do  they  refer  to  any  journeys 
or  commissions  from  Palermo,  where  Sicilian  sources 
predating  Vasari  refer  to  Antonello  as  famous  and 
active.  The  only  mention  is  by  a  seventeenth-century 
writer  regarding  an  Ecce  Homo,  at  that  time  in  the  house 
of  the  Alliata,  signed  and  dated  1470  (probably  the 
work  which  is  now  in  the  Metropolitan  Museum).  The 
influence  of  Antonello  on  the  culture  of  Palermo  after 
1460  seems  minimal. 

Antonello  returned  repeatedly  to  the  theme  of  Ecce 
Homo,  which  he  probably  intended  as  panels  for 


standards.  In  the  Ecco  Homo,  1473,  from  the  Alberoni 
Collection  (Museo  Civico,  Piaccnza),  the  juxtaposition 
of  the  head  and  bust  is  convincing.  In  another  Ecce  Homo, 
1474,  in  the  Kunsthistorisches  Museum  of  Vienna,  the 
crystalline  purity  of  the  Alberoni  work  is  softened 
into  deeper  pathos  underlined  by  darker  shadows. 

In  the  meantime,  Antonello's  output  increased 
dramatically.  The  polyptych  of  St.  Gregory  (Museo 
Nazionale,  Messina)  reveals  a  clear  understanding  of  the 
work  of  Piero  dclla  Franccsca,  but  succeeds  in  removing 
the  formality  of  the  centralised  image,  and  in  maintain- 
ing the  lateral  view  typical  of  Flemish  painting.  The 
distribution  of  panels  in  the  upper  part  suggest  a 
knowledge  of  the  early  polyptychs  of  Giovanni  Bellini, 
and  therefore  contacts  with  the  Venetian  School.  In  The 
Three  Saints  (Galleria  Nazionale,  Palermo),  the  only 
surviving  cusps  of  a  lost  polyptych,  perhaps  the  one 
commissioned  for  a  church  in  Caltagironc  in  1473,  the 
almost  intact  surface  shows  a  brilliant  colour  infused 
with  light  that  has  no  equivalent  in  any  part  of  Italy, 
although  it  occurs  in  the  work  of  the  Flemish  School. 
Finally  The  Annunciation ,  1474,  now  in  Palazzolo 
Acreide  (Museo  di  Palazzo  Bellomo,  Siracusa)  reflects 
a  close  acquaintanceship  with  the  Flemish  School,  in 
particular  with  Pctrus  Christus.  Besides  undertaking 


5.  Antonello 
da  Messina. 
Polyptych  front  the 
Church  of  St.  Gregory. 
Museo  Nazionale, 
Messina. 


ANTONELLO  DA  MESSINA 


6.  antonello 
da  Messina. 
Crucifixion. 
National  Gallery, 
London. 


this  work,  the  journey  to  Venice,  referred  to  by  several 
writers  fits  in  with  what  we  know  of  Antonello  at  this 


tune. 


The  Crucifixion  now  in  London  (National  Gallery), 
whose  date  is  about  1475,  displays,  transferred  on  the 
vertical,  the  same  scansion  in  composition  that  is  to  be 
seen  in  The  Annunciation.  This  is  the  work  which 
approximates  closest  to  Piero  della  Francesca  whose 
paintings  Antonello  could  have  seen  a  second  time  on 
his  way  to  Venice.  The  portrait  in  Berlin,  dated  1474, 
from  a  Venetian  collection,  is  also  evidence  of  his 
having  moved  to  Venice  at  the  end  of  this  year.  The 
following  year  Antonello  was  certainly  in  the  city  of 
the  lagoons  whose  artistic  vitality  seems  to  have  aroused 
in  him  a  renewed  compulsion  to  paint. 
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A  number  of  works  are  conventionally  dated  to  this 
period.  There  are  the  small  panels  like  the  Crucifixion]  J 
in  Antwerp,  1475,  with  echoes  of  the  Sibiu  painting' 
but  showing  a  greater  sophistication  and  affinities  to  I 
Flemish  story  painting ;  the  St.  Jerome  in  his  study  reveal-  I 
ing  a  certain  characteristic  of  the  Venetian  School!  1 
which  had  to  keep  strictly  to  the  tenets  of  the  'alla\  A 
ponentina'  painting  -  but  the  spatial  treatment  of  the  j  1 
canvas  suggests  a  work  of  later  date.  There  are  works !  1 
of  varying  importance  such  as  the  portrait  in  the 
Louvre,  1475,  of  a  medal-like  rigidity  but  with  a  richer 
modulation  of  shadows  partly  in  the  style  of  Bellini; 
also  the  work  in  the  Gaileria  Borghese,  while  the 
Benson  Madonna  (National  Gallery,  Washington) 
which  too  is  Bellini-inspired  could,  like  The  Annuncia- 
tion in  Munich,  be  attributed  to  earlier  years. 

Finally,  between  1475  and  1476  two  masterpieces 
were  completed:  the  altarpiece  of  St.  Cassiano,  now  in 
Venice,  perhaps  a  prototype  for  Bellini's  and  many 
other  Venetian  altarpieces;  and  the  Sr.  Sebastian 
(Staatliche  Gemaldegalerie,  Dresden).  In  these  works 
an  understanding  of  painting  techniques,  fused  with  a  I 
sensitivity  worthy  of  Bellini,  produces  a  softening  of 
forms  almost  atmospheric  in  its  effects.  In  the  St.  ! 
Sebastian  in  which  the  perspective  is  not  strictly  central, 
the  figure  in  its  Mantegna-like  position  stands  out 
against  a  Venetian  sky  and  a  background  whose 
separate  component  parts  come  together  in  a  view  that 
is  one  of  the  most  intellectually  lucid,  but  nonetheless 
lyrical,  of  the  Italian  Renaissance.  Having  seen  'a  figure 
carved  from  real  life',  possibly  the  portrait  of  Trivulzio, 
a  high-point  of  Antonello's  portrait  painting,  the  Duke 
Galeazzo  Maria  Sforza  summoned  Antonello  to  Milan, 
but  it  is  not  certain  that  the  painter  went  there;  if  he 
did  it  was  for  only  a  few  months,  for  towards  the  end 
of  1476  he  was  once  again  in  Messina. 

And  it  was  probably  in  Messina  rather  than  in  Venice 
that  he  painted  The  Virgin  Annunciate  in  the  Museum 
of  Palermo,  in  which  he  continues  his  essays  in  com- 
plex spatial  constructions  similar  to  those  of  the  portrait 
of  Trivulzio ;  and  it  was  probably  also  in  Messina  that 
he  painted  the  Picta  (Museo  Correr),  in  which  he  sur-  j 
passes  his  enthusiasm  for  perspective  with  a  shifting  of 
the  axis  of  composition  and  radial  spatial  directions, 
releasing  in  him  a  freedom  of  composition  that  had 
been  his  from  the  beginning. 

NOTES 

1.  The  exhibition  took  place  in  1953 ; 

'Antonello  da  Messina  e  la  pittura  del  Quattrocento  in 
in  Sicilia'  ('Antonello  da  Messina  and  Quattrocento 
painting  in  Sicily'),  catalogue  of  the  exhibition  edited  by 
G.  Vigni  and  G.  Carandente,  Messina  1953. 

2.  Triumph  of  Death  see  G.  Consoli : 

'Quaderni  dell'Istituto  di  Archeologia  e  Storia  delPArte 
dell'Umversita  di  Catania',  1970  Journal  of  the  Institute 
of  Archaeology  and  History  of  the  University  of  Catania; 
for  the  Milanese  document:  S.  Bottari:  'Antonello  da 
Messina',  Milan-Messina  1953 ;  G.  Consoli: 
'Arte  Lombarda',  1967. 
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7.  Antonello 
da  Messina. 
St.  Sebastian. 
Gemaldegalerie, 
Dresden. 
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8.  Antonello  da  Messina. 
Pieta. 

Musco  Correr,  Venice. 


9.  Antonello  da  Messina. 
Pala  of  S.  Cassiano. 
Kunsthistorisches Museum,  I  'ienna. 


The  Editor  regrets  that  he  was  unable  to  include 
this  article  in  the  special  Sicilian  issue  of  The 
Connoisseur,  published  in  March  1975.  He  also 
regrets  the  duplication  of  photographs  between  this 
article  and  that  by  Anthony  Robins  published  in 
the  March  issue.  Tlte  Connoisseur  apologises  to 
Professor  Paolinifor  any  inconvenience  which  this 
may  have  caused. 


America 

Joseph  T.  Butler 


i .  Yoke,  Veracruz,  Totonac,  greenstone. 
Mr.  and  Mrs.  Lewis  K.  Land. 


FIRE,  EARTH  AND  WATER: 
MESO AMERICAN  ART 

A  major  show  of  Pre-Colombian  sculpture  from 
the  Land  collection  was  seen  through  mid- 
September  at  the  California  Palace  of  the  Legion 
of  Honor  (San  Francisco).  The  collection,  formed 
by  Mr.  and  Mrs.  Lewis  K.  Land  of  San  Francisco, 
ranks  among  the  finest  in  the  Pre-Colombian 
field  in  this  country.  Included  were  one  hundred 
and  ten  objects,  representing  all  the  major  Pre- 
Colombian  cultural  regions  and  stylistic  types  of 
Mexico  and  Central  America. 

From  the  Jalisco-Colima  area  of  Western 
Mexico  were  burial  objects,  presentations  of 
things  needed  for  the  afterlife,  such  as  the  hairless 
dog  used  for  food,  as  well  as  other  animals,  plants 
and  human  figures,  working  and  playing.  From 
the  Olmec  area  of  Eastern  Mexico  came  character- 
istically life-like  sculpture  of  human  figures;  from 
Central  Mexico,  the  controlled  forms  from 
Teotihuacan  and  Monte  Alban,  contrasting  with 
the  exuberant,  curvilinear  style  of  Mayan  sculp- 
ture from  Yucatan  and  Guatemala. 

An  audio-visual  presentation  concentrating  on 
the  evolution  of  Pre-Colombian  history  and 
architecture  accompanies  the  exhibits,  and  a  fully 
illustrated  one  hundred  and  forty-four-page 
catalogue  by  archaeologists  Jane  P.  Dwyer  and 
Edward  B.  Dwyer  is  also  available.  The  text  of 
this  catalogue  contains  some  fascinating  new 
material  on  the  purposes  of  grave  figures  and  the 
concept  of  dcatli  and  afterlife  as  it  might  have  been 
conceived  by  several  Pre-Colombian  cultures. 
The  exhibition  will  travel  to  the  Honolulu 
Academy  of  Art  and  then  to  the  Seattle  Art 
Museum. 


JAMES  MADISON  ALDEN 
RETROSPECTIVE  EXHIBITION 

A  retrospective  exhibition  of  the  work  of  James 
Madison  Alden  (1834-1922),  official  artist  on  one 
of  the  earliest  boundary  surveys  into  the  Pacific 
Northwest,  was  seen  earlier  this  year  at  Anion 
Carter  Museum  in  Fort  Worth  (Texas).  Contain- 
ing more  than  one  hundred  watercolours  and 
drawings,  the  exhibition  depicts  the  Pacific  Coast 
and  Pacific  Northwest  as  it  existed  during  Alden's 
tour  of  duty  with  the  Northwest  Boundary 
Survey  from  1854  through  1861.  'He  responded 
to  this  hectic  period  with  drawings  and  water- 
colours  of  charm,  originality,  and  a  freshness  to  be 
identified  with  the  true  masters  of  watercolour', 
said  Mitchell  A.  Wilder,  Carter  Museum  director. 
Seventh  in  direct  male  descent  from  the  famous 
Mayflower  passengers  John  and  Priscilla  Alden, 
James  Madison  Alden  made  hundreds  of  drawings 
and  watercolours  while  serving  aboard  the  uss 
Active,  commanded  by  his  uncle,  James  Alden  Jr. 

Of  particular  importance  was  the  publication 
by  the  museum  of  James  Madison  Alden:  Artist  of 
the  Pacific  Coast.  Dr.  Franz  Stenzel,  md,  of  Port- 
land, Oregon,  an  authority  on  Northwest  Coast 
art,  wrote  the  book  which  lists  three  hundred  and 
seven  watercolours  made  by  the  artist  during  his 
career,  and  illustrates  ninety-seven  examples, 
including  thirty-six  in  full  colour.  In  Alden's 
nineteenth  year,  his  father,  Captain  Robert  Tate 
Alden,  who  owned  several  vessels  operating  out 
of  Boston,  died.  His  uncle,  Lieutenant  James 
Alden.  Jr.,  suggested  that  he  enlist  in  the  us 
Coast  Survey.  After  a  period  of  instruction  in  the 
requirements  -  stressing  the  informational  rather 
than  the  aesthetic  -  Alden  was  sent  to  the  West 
Coast  to  join  his  uncle  aboard  the  uss  Active. 

As  a  result  of  the  Mexican  War,  the  United 
States  had  recently  acquired  hundreds  of  miles  of 
uncharted  coastline.  The  California  Gold  Rush, 
and  commercial  explorations  into  the  Pacific 
Northwest  had  prompted  the  government  to 
launch  an  extensive  boundary  survey.  During  the 
next  six  years,  Alden  recorded  scenes  while  his 
vessel  charted  and  mapped  one  thousand  two 
hundred  miles  of  coastline.  He  made  extensive 
trips  into  the  interior,  and  illustrated  his  adven- 
tures in  the  gold  mining  regions,  the  Sierra 
Nevada,  Yosemite  and  the  Grand  Canyon.  Some 
of  the  coastline  Indian  tribes  remained  hostile,  and 
Alden  witnessed  several  clashes.  On  one  occasion, 
his  ship  rescued  a  handful  of  settlers  in  the  tiny 
village  of  Seattle,  besieged  by  Indians.  In  1863, 
Alden  assigned  to  the  staff  of  Rear  Admiral  David 
Dixon  Porter  aboard  the  flagship  Blackhawk,  and 
took  part  in  some  of  the  most  significant  naval 
battles  of  the  Civil  War.  Only  three  of  Alden's 
Civil  War  paintings,  and  a  coloured  lithograph 
of  the  bombardment  of  Fort  Fisher,  survive.  After 
the  war,  Alden  accepted  an  appointment  as 
secretary  to  the  admiral,  with  the  rank  of 
lieutenant.  He  served  as  the  admiral's  secretary  for 
twenty-eight  years,  until  the  admiral's  death  in 
1891.  Alden  then  retired  to  Florida,  where  he 
resided  until  his  death.  Little  has  been  known 
about  his  art  and  career  until  this  research  was 
undertaken.  The  Alden  show  is  travelling  to  other 
museums  in  the  Far  West,  Canada  and  Alaska. 


2.  Shaman  with  Antlers 
(and  separate  helmet), 
Colima,  pottery. 
Mr.  and  Mrs.  Lewis  K.  Land. 
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3.  James  M.  Alden. 

bridal  I  \  il  l:alls,  Yosemite  I  'alley,  California, 
watercolour. 

Dr.  and  Mrs.  Franz  Stenzel. 
Amou  Carter  Museum,  Texas. 

I  Right. 

4.  Saddle,  Navajo,  northern  Arizona, 
bone,  leather  and  wood, 
1880-1900. 

I  tali  Pioneer  I  'illage,  Salt  Lake  City. 

5.  James  M.  Alden. 

Camp  Mooyie,  Northern  Idaho, 

watercolour. 

Mr.  and  Mrs.  Lee  Stossell. 

Anion  Carter  Museum,  Texas. 


FRONTIER  AMERICA:  THE  EAR  WEST 

Prehistoric  pottery  and  stone  figures,  landscape 
paintings,  an  Indian  headdress,  Spanish  sculpture, 
photographic  images,  and  antler  chairs  arc  some 
of  the  objects  included  in  this  highly  im- 
portant exhibition  which  can  be  seen  at  the 
William  Rockhill  Nelson  Gallery  of  Art,  Kansas 
City,  through  2  November.  Three  hundred 
objects  dating  from  the  ninth  to  nineteenth 
centuries  constitute  this  show  which  originated  at 
the  Museum  oi  Fine  Arts,  Boston,  as  that 
institution's  lust  Bicentennial  contribution.  The 


exhibition  was  organised  by  Jonathan  Fairbanks, 
Boston's  Curator  of  Decorative  Arts  and 
I  h/abcth  Sussm.in.  Assistant 

The  material  has  been  drawn  from  obscure 
private  and  public  collections  as  well  as  well- 
known  institutions.  The  show  focuses  on  the  waves 
of  men  and  women  who  sought  to  make  the  West 
their  own.  It  illustrates  the  problems  of  the 
newcomer's  confrontation  with  the  land,  his  re- 
action to  Indian  and  Hispanic  populations, and  their 
response  to  him.  The  landscape  of  the  Far  West 
existed  for  hundreds  of  years  as  a  vast  area  inhabited 
by  Indians  and  later  Spaniards.  In  the  nineteenth 
century  it  became  an  Eden  for  explorers,  natural- 
ists, soldiers,  zealots,  sodbusters,  ranchers,  home- 
steaders, miners,  mountaineers,  traders,  trappers, 
and  railroad  builders  who  set  forth  by  the 
thousands  for  the  Frontier.  Against  this  shifting 
panorama  of  change  and  conflict,  the  life-style 
and  arts  of  the  American  Indian  is  shown.  His 
works  reflect  a  culture  which  evolved  over 
centuries  of  encounters  with  the  land,  and  en- 
dured despite  the  often  savage  pressures  of  an  alien 
civilisation. 

Santos,  or  religious  paintings  and  carvings  of 
the  Southwest,  are  also  included.  Together  with 
massive  pine  furniture,  colourful  textiles,  archi- 
tectural fragments  and  ironwork  from  Mission 
churches  these  pieces  convey  a  feeling  for  life  in 
early  Spanish  settlements. 

The  wide  geographic  scope  encompassed  makes 
this  a  landmark  in  decorative  arts  exhibition. 
Textiles,  paintings,  furniture,  and  numerous 
utilitarian  objects  including  farm  implements 
were  assembled  from  diverse  sources  in  the  West. 
Rare  paintings,  on-the-spot  sketches,  and  photo- 
graphs of  the  Frontier  present  images  ranging 
from  objective  scientific  reporting  to  personal  and 
poetic  visions. 


6.  John  Curry  Sod  House, 
near  West  Union,  Nebraska, 
photograph,  c.  1886. 
Nebraska  State  Historical  Society, 
Solomon  D.  Butcher  collection. 

7.  Armchair,  Rivcrton  or  Lander,  Wyoming, 
elk  antlers  with  rawhide  thong,  c.  1900. 
Wyoming  State  Archives  and 

Historical  Department ,  Cheyenne. 


A  comprehensive  (almost  encyclopaedic)  cata- 
logue of  the  exhibition  has  been  published.  The 
Far  West  can  be  seen  5  December  through  18 
January  1976  at  the  Milwaukee  Art  Center  and 
then  will  make  a  European  tour  through  the 
remainder  of  1976. 


FORTY-EIGHT  AMERICAN  PAINTINGS 
DONATED  TO  CHRYSLER  MUSEUM 

The  Chrysler  Museum  (Norfolk,  Virginia)  re- 
cently aiuiounccd  a  major  gift  of  forty-eight 
Naive  American  paintings  of  the  eighteenth  and 
nineteenth  centuries  from  the  renowned  collection 
of  Colonel  Edgar  William  and  Bernicc  Chrysler 
Garbisch.  Sixteen  paintings  have  been  given  to 
the  Museum  while  thirty-two  others  have  been 
placed  on  extended  loan,  with  the  expressed 
intent  that  these  paintings  will  eventually  become 
the  property  of  the  Museum. 

Over  a  period  of  thirty-one  years  the  Garbisches 
have  assembled  more  than  two  thousand,  six 
hundred  paintings  to  comprise  the  most  compre- 
hensive collection  of  American  Naive  paintings  in 
existence.  They  have  elevated  the  study  and  pre- 
servation of  what  was  at  the  beginning  of  the 
twentieth  century  an  unappreciated  style  of 
American  painting  to  a  place  of  respect  and 
prestige  today.  In  1953  the  Garbisches  gave  a 
major  group  of  paintings  to  the  National  Gallery 
in  Washington,  dc.  It  has  always  been  their 
intention  to  share  the  importance  and  breadth  of 
their  holdings  with  other  major  museums 
throughout  the  country. 

The  gift  of  this  major  collection  to  the  Chrysler 
Museum  comes  at  a  time  when  the  Garbisches 
have  made  similar  contributions  to  important 
museums  such  as  the  National  Gallery,  The 
Metropolitan  Museum,  The  Baltimore  Museum, 
the  Philadelphia  Museum  and  the  Whitney 
Museum.  It  is  estimated  that  the  gift  to  the 
Chrysler  Museum  is  comparable  to  the  National 
Gallery  and  the  Metropolitan  in  quality. 


S.  Ralph  E.  W.  Earl, 
Reverend  Elihu  Ely, 
c.  1800. 

Chrysler  Museum  at  Norfolk,  gift  of 

Col.  Edgar  William  and  Bernicc  Chrysler  Garbisch. 


BENJAMIN  FRANKLIN 

The  Fogg  Art  Museum,  Harvard  University,  held 
through  the  middle  of  September  a  wide-ranging 
exhibition  devoted  to  one  of  America's  most 
fascinating  eighteenth-century  citizens,  Benjamin 
Franklin.  Franklin,  among  other  things  the  inven- 
tor of  swim  fins,  the  lightning  rod,  the  lending 
library,  bifocals,  and  the  bucket-brigade  method 
of  fire-fighting,  was  seen  in  this  multi-faceted 
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y.  JosEPH-SirrRED  Duplessis. 

Benjamin  Franklin. 

Fogg  Art  Museum , 

Grenvillc  L.  Winthrop  bequest. 

light  in  this  show.  Statesman,  scientist,  journalist, 
and  inventor  whose  formal  education  ended 
when  he  was  ten  is,  because  of  his  long  and 
generous  association  with  Harvard,  a  natural 
topic  for  the  first  of  three  bicentennial  exhibitions 
at  the  Harvard  museum.  The  others  are  Harvard 
Honors  Lafayette,  (3  December  1975  _  12  March 
1976),  and  Harvard  Divided  (3  June  -  10  October 
1976);  all  are  funded  under  a  grant  from  the 
National  Endowment  for  the  Arts. 

Franklin  may  have  first  begun  considering 
Harvard  College  in  his  early  childhood,  when  his 
tathcr  planned  to  send  him  to  the  college  to 
prepare  for  the  ministry.  Instead,  he  was  appren- 
ticed to  his  brother  James,  a  printer.  One  of 
Franklin's  first  published  compositions  (under  the 
name  of  Silence  Dogood)  was  a  satirical  attack  on 
the  college,  where  'Learning  was  enthroned',  but 
most  of  her  worshippers  'contented  themselves  to 
sit  at  the  Foot,  with  Madam  Idleness  and  her  Maid 
Ignorance'. 

His  early  scepticism  did  not  last.  Franklin  was 
one  of  the  early  benefactors  of  the  Harvard 
College  Library,  and  as  informal  purchasing 
agent,  built  up  the  college's  collection  of  the  most 
advanced  scientific  instruments  and  apparatus  of 
the  day.  In  1753  he  was  awarded  one  of  Harvard's 
earliest  honorary  degrees,  a  Master  of  Arts 
recognising  'the  great  Improvements  in  Philo- 
sophic Learning,  particularly  with  Respect  to 
Electricity'. 

Louise  Todd  Ambler,  curator  of  the  Harvard 
University  Portrait  Collection  and  organiser  of 
the  Fogg's  highly  acclaimed  Early  Science  at 
Harvard  exhibition  five  years  ago,  has  assembled 
Harvard's  large  collection  of  Franklin  memor- 
abilia including  some  forty  documents  and  books 
from  Houghton  Library  and  University  Archives. 
Early  instruments  have  been  lent  by  Harvard's 
Collection  of  Scientific  Instruments.  Paintings, 
sculptures,  and  medallion  portraits  of  the  first  all- 
American  hero  and  his  contemporaries  complete 
this  visual  chronicle  of  the  man  and  his  times. 

Mrs.  Ambler  has  written  a  long  biographical 
essay,  in  the  form  of  a  guided  tour  through  the 
exhibition,  for  the  illustrated  catalogue  with  an 
introduction  by  I.  Bernard  Cohen. 

10.  Vasily  Kandinsky. 

Woodcut  for  1 0  Origin, 

woodcut,  1942.  Worcester  Art  Museum. 


THE  GRAPI IIC  WORK  OF  KANDINSKY 

A  selection  oi  seventy-five  key  works  from  the 
lithographs,  woodcuts,  and  etchings  of  Vasily 
Kandinsky  were  seen  at  the  Worcester  Art 
Museum  (Massachusetts).  Horn  in  Russia  in  1866, 
Kandinsky  spent  much  of  his  mature  life  in 
Germany  and  died  in  Paris  in  1944.  He  played  1 
definitive  role  in  the  historical  evolution  of 
modern  art  through  his  oil  and  watcrcolour 
paintings.  This  showing  of  Kandinsky's  graphic 
production  was  the  first  major  effort  to  reveal  and 
define  this  much  neglected  aspect  of  his  work.  The 
show  was  organised  by  The  Solomon  R. 
Guggenheim  Museum  in  New  York  and  has 
travelled  across  the  United  States  under  the 
auspices  of  the  International  Exhibitions  Founda- 
tion in  Washington.  In  Worcester  a  supplemen- 
tary show  of  prints  done  by  artists  of  Kandinsky's 
period  whose  work  bears  a  relationship  to  his  Was 
seen.  Setting  Kandinsky's  work  in  an  art-historical 
context,  the  showing  was  prepared  by  Ellen 
Berczin,  Assistant  Curator  of  Education. 

Of  Kandinsky's  two  hundred  and  three  known 
graphic  works,  sixty-two  were  selected  for  the 
exhibition  and  arranged  in  sequential  progression 
by  Hans  Konrad  Rocthel,  former  director  of  the 
Municipal  Gallery  in  Munich,  which  owns  a 
nearly  complete  collection.  Dr.  Roethel,  now 
director  of  the  Blue  Rider  Research  Trust  in 
Princeton,  New  Jersey,  contributed  the  fore- 
word to  the  excellent  exhibition  catalogue.  Its 
preface  was  written  by  Thomas  M.  Messer, 
director  of  the  Guggenheim  Museum,  which 
owns  one  of  the  four  major  collections  of 
Kandinsky's  paintings  and  the  largest  in  the  United 
States.  The  others  belong  to  the  artist's  widow, 
Nina  Kandinsky,  the  Munich  Municipal  Gallery 
and  the  State  Collections  of  the  Soviet  Union. 

Growing  up  in  Russia,  Kandinsky  was  gradua- 
ted from  Moscow  University  and  in  1893  was 
appointed  instructor  in  law  there.  Three  years 
later  he  rejected  the  offer  of  a  law  professorship  in 
order  to  study  painting,  and  left  Russia  for 
Germany.  The  next  eighteen  years  in  Munich 
were  filled  with  the  most  intensive  study  and 
creative  activity  of  his  artistic  life.  In  1901  he  was 


the  founder  and  first  president  of  the  Phalanx 
group.  Witli  fellow-painters  including  Paul  Klee, 
Jean  Arp  and  Franz  Marc  he  formed  the  'Blue 
Rider'  group  in  191 1,  which  held  exhibitions  in 
Munic  h  and  Berlin.  From  1904  to  1910  Kandinsky 
exhibited  annually  in  the  Autumn  Salon  in  Paris, 
and  in  1913  in  the  famous  New  York  Armory 
show. 

In  191 1,  Kandinsky  produced  his  first  non- 
objective  composition,  which  proved  to  be  one  of 
the  most  radical  and  far-reaching  departures  of 
twentieth-century  art.  An  exceptionally  large 
amount  of  work  done  in  191 1  is  shown  in  the 
exhibition  because  of  Dr.  Roethel's  opinion  that 
this  was  the  most  productive  year  of  Kandinsky's 
life.  The  prints  of  191 1  to  1914  show  him  slowly 
drawing  closer  to  the  'reasoned  and  conscious 
compositions'  for  which  he  was  later  to  become 
famous.  At  the  outbreak  of  World  War  1 
Kandinsky  returned  to  Moscow,  and  after  the 
war  worked  with  the  young  Soviet  government 
to  help  set  up  modern  cultural  institutions.  He 
found  the  political  climate  increasingly  repressive, 
however,  and  took  the  opportunity  to  return  to 
Germany  in  1921  as  a  teacher  in  the  famous 
Bauhaus  School,  a  visual  and  social  experiment 
created  in  Weimar  by  the  architect,  Walter 
Gropius. 

Kandinsky  was  associated  with  the  Bauhaus 
until  the  institution  was  closed  by  Hitler  in  1933. 
His  graphic  work  during  this  period  was  charac- 
teristically geometric  and  marked  by  circles,  arcs, 
planes  and  other  sharply  defined  forms.  After 
leaving  Germany,  Kandinsky  spent  the  last  years 
of  his  life  in  Paris,  where  his  prints  though  few  in 
number,  became  ever  more  personal  and  spiritual 
in  feeling,  as  did  his  paintings.  In  the  words  of  Dr. 
Messer,  'Kandinsky's  works  of  the  last  Parisian 
years  are  particularly  moving  for  their  detach- 
ment and  their  distance  from  dogmatic  attitudes. 
They  represent  the  culminating  achievements  of 
insights  gained  in  a  wise  and  measured  life'. 
Though  he  produced  fewer  graphic  works, 
Kandinsky  continued  his  inventive  and  imagina- 
tive artistic  activities  and  was  planning  the  sets  for 
a  ballet  when  he  was  taken  ill  and  died  in  1944 
shortly  after  his  seventy-eighth  birthday. 
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I.  One  of  a  pair  of  silver  candlesticks, 

Italian  c.  1770, 

by  guiliano,  Turin. 

Antiques  Fair,  Florence. 


2.  Sevres  porcelain  teapot, 

gold  background,  1 S 1 3 .  Musie  de  Sevres. 


Spain 

FROM  BARCELONA  TO  VALENCIA 
Like  Picasso,  Joan  Miro  has  his  own  museum  at' 
Barcelona.  For  over  ten  years  he  reserved  a  third' 
of  his  works  for  this  establishment  which  stands', 
on  the  hill  of  Montjuich  in  Barcelona,  a  vast  I 
edihce  of  glass  and  concrete  designed  by  Jean-' 
Marie  Sert.  In  the  first  room  are  some  twenty  j 
early  paintings  by  this  surrealist  master  and,  on 
the  terraces,  his  stone  and  metal  creations  stand 
alongside  a  monumental  sculpture  by  Chilida. 

At  Valencia  the  painter  Jose  Palmeiro,  an  im-  j 
portant  artist  of  the  Ecole  de  Paris  and  Montpar- 1 
nasse,  is  exhibiting  until  30  October  at  the  Galerie  | 
San  Vincente  (5,  Pizarre)  thirty-two  of  his  recent  I 
canvases :  landscapes,  still  lifes  and  people  executed 
in  bright  contrasting  colours  -  compositions  of  ; 
carefully  controlled  lyricism. 


Italy 


ANTIQUE  DEALERS'  BIENNALE 
IN  FLORENCE 

The  ninth  Antique  Dealers'  Biennale  will  not  run 
for  as  long  this  time  as  usual  -  it  will  close  on  6 
October.  The  Palazzo  Strozzi  has  increased  the 
number  of  exhibitors  and  among  the  great  inter- 
national dealers  are  representatives  from  Japan, 
the  Philippines,  Hongkong  and  Bangkok.  In- 
cluded in  the  programme  are  two  public  sales 
(ancient  coins  and  philately),  discussions  on  the 
art  market  and  special  exhibitions,  particularly  of 
military  figurines  lent  by  the  great  European 
museums. 


France 

NINETEENTH  CENTURY 
SEVRES  PORCELAIN 

The  Musee  Ceramique  at  Sevres  on  the  outskirts 
of  Paris  is  showing,  until  3  November  a  panorama 
of  the  works  from  the  factory  during  the  last  cen- 
tury. Under  the  direction  of  Alexandre  Brongniart 
from  1800  till  1847  the  decoration  reflects 
Napoleonic  pomp:  symmetry,  balance  and  aus- 
terity of  style  to  the  glory  of  the  political  regime. 
With  the  Restoration  came  painting  on  large 
glazed  porcelain  plaques.  Then  after  1848  follow- 
ed the  famous  state  dinner  services,  official  pre- 
sents to  foreign  royalty.  Theodore  Deck  intro- 
duced coloured  pastes  and  highly  fired  enamels 
and  famines  011  a  red  copper  base,  and  fuially 
Carrier-Bellcusc  created  the  Art  Nouveau  style.. 
But  official  canons  seem  to  have  exercised  re- 
straint over  the  burgeoning  of  baroque  curves 
and  the  twists  and  fantasies  of  the  lines  of  1900. 


Paris 

THE  ITALIAN  RENAISSANCE 
AT  THE  LOUVRE 

At  the  beginning  of  the  sixteenth  century  at 
Mantua,  Isabella  d'Este  reigned  over  a  veritable 
court  of  artists.  At  the  Louvre  until  13  October 
the  decor  of  her  'Studiolo'  has  been  skilfully  re- 
constructed. The  subject  she  chose  -  the  Triumph 
of  Virtue  over  Vices  -  was  treated  as  mythological 
allegory  by  Corrcgio,  Lorenzo  Costa,  Perugino 
and  particularly  by  Mantegna.  These  master- 
pieces, dispersed  less  than  a  century  after  the  death 
of  Isabella,  were  recovered  by  the  Louvre  in  1801 
after  a  long  spell  in  the  collections  of  Charles  1  of 
England,  Mazarin,  Richelieu,  the  banker  Jabach 
and  Louis  xiv. 
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3.  COKREGIO. 

Allegory  of  the  I  'irtues. 
'Studiolo'  of  Isabella  d'  Estc. 
Louvre. 


4.  Drawing  from  the  Odiot  collection. 
Design  for  an  engraved  glass  mounted  in  silver. 
On  exhibition  in  Paris. 


Paris 

ODIOT,  NINETEENTH-CENTURY 
MASTER  GOLDSMITH 

The  goldsmiths'  workshop  of  Odiot  is  one  ol  die 
oldest  in  the  world,  already  mentioned  in  1690 
under  Louis  xiv.  In  the  time  of  Napoleon  I  the 
man  know  n  as  the  Prince  of  Goldsmiths  created 
from  the  designs  of  Proud'hon  the  toilet  service 
presented  to  Marie-Louise  and  also,  in  181 1,  the 
cradle  of  the  Roi  de  Rome.  The  designs  of  the 
period  and  several  original  bronzes,  many  of  them 
commissioned  for  royalty,  have  been  carefully 
preserved  by  the  Maison  Odiot,  (an  unusual 
occurrence  in  history).  Before  an  auction  sale 
(fixed  for  15  October  at  the  Hotel  George  v) 
which  will  disperse  one  hundred  and  fifty  of  these 
very  rare  documents,  a  selection  of  sixty-two 
drawings  is  on  view  from  7-14  October  at  the 
Hotel  George  v,  24  avenue  George  v.  Other  items 
from  the  Odiot  collection  will  shortly  be  on  view 
in  the  United  States.  Next  year  in  Washington 
'Eye  of  Jefferson'  will  show  the  designs  drawn  up 
by  this  founder  of  the  democrats  for  two  tea  urns 
which  he  commissioned  from  the  goldsmith,  and 
in  1977  Philadelphia  Museum  will  exhibit  pieces 
characteristic  of  the  workshop  at  the  time  of 
Napoleon  in. 


Holland 

HAARLEM  SILVER 

The  exhibition  of  Haarlem  silver  at  the  Frans  Hals 
Museum  (16  August  -12  October)  is  the  last  of 
the  three  exhibitions  of  local  silver  held  in  the 
Netherlands  this  year.  The  characteristic  differ- 
ences in  style  have  been  clearly  shown.  Whereas 
the  Dordrecht  exhibition  (see  the  June  issue)  began 
with  objects  from  the  last  quarter  of  the  sixteenth 
century  and  ran  well  into  the  nineteenth  century, 
the  Haarlem  exhibition  is  restricted  to  the 
seventeenth  and  eighteenth  centuries,  representing 
this  town's  wealthiest  period.  Treasures  from 
Haarlem's  many  churches,  some  never  shown 
before,  represent  the  finest  achievements  of  the 
Haarlem  silversmiths.  No  less  resplendent  are  the 
various  objects  commissioned  by  the  guilds  and 
brotherhoods  to  symbolise  their  power.  Silver 
objects  used  in  numerous  well-to-do  Haarlem 
families  cover  a  wide  range  and  variety  while  a 
special  section  is  devoted  to  doll's  house  silver, 
those  miniature  objects  so  popular  in  the 
Netherlands  in  the  eighteenth  century,  for  which 
Haarlem  was  famous.  Over  two  hundred  objects 
are  shown,  including  specimens  by  Haarlem's 
greatest  silversmiths  such  as  Ebbekin,  Luiting  and 
Swaart. 

The  second  silver  exhibition  was  held  at 
Groningen,  in  many  ways  the  most  interesting  of 
the  three  as  well  as  the  most  extensive,  with  over 
three  hundred  exhibits  covering  the  development 
of  the  typical  Groningen  styles  from  the  early 
fifteenth  to  the  early  twentieth  century.  It  ran 
from  19  April  to  19  May. 

By  organising  these  local  silver  exhibitions  cat.  h 
of  these  three  museums  has  contributed  a  con- 
siderable amount  to  the  knowledge  of  the  periods 
covered.  In  each  case  a  completely  illustrated  and 
documented  catalogue  with  many  items  described 
and  attributed  for  the  first  time,  is  a  valuable 
addition  to  the  literature  on  Dutch  silver.  These 
catalogues  can  be  ordered  from  each  museum : 
Museum  Simon  van  Gijn,  Dordrecht,  Dfl.  18,50; 
Groningen  Museum,  Groningen,  Dfl. 20; 
Frans  Hals  Museum,  Haarlem,  Dfl.  20. 

E.S. 


5.  P.  C.  Ebbekin. 
Monstrance,  1649(F). 
Haarlem. 
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Books 


Tread  and  Rise  -  Tread  and  Fall. 
Poems  selected  from  the 
Book  of  Life 

A  Tale  of  Tai  Ringal 
and  other  Poems 

Hero  and  Leander 

Zuleika  Dobson 

English  Decoration  in  the 
1 8th  century 

The  Magic  Image 


A  page  from  William  Redgrave's 
'Tread  and  Rise  -  Tread  and  Fall'. 


Tread  and  Rise  -  Tread  and  Fall. 
Poems  selected  from  the 
Book  of  Life 

By  William  Redgrave 
Bound  by  Adrian  Pasotti 
3 1  illustrated  pages 
London: Bertram  rota 
£25o.oo 

A  Tale  of  Tai  Ringal 
and  other  Poems 

By  Jeremy  Gadd 

Engravings  by  P.John  Burden 

Bound  by  F.  Sangorski  and  G.  SutclifFe 

66  pages,  9  illustrations 

London:  bournehall  press 

£50.00 

Hero  and  Leander 

By  David  Burnett 

Engravings  by 

Richard  Shirley  Smith. 

40  pages,  17  illustrations 

Oxford:  the  university  press 

£8.00 

Zuleika  Dobson 

By  Max  Bcerbohm 

Foreword  and  illustrations 

by  Osbert  Lancaster 

187  pages,  12  colour  plates 

Oxford:  the  Shakespeare  head  press 

£55-00 

In  days  of  mass-produced  and  often  shoddily  pro- 
duced books  it  is  pleasant  to  be  able  to  review  four 
new  books  issued  in  limited  editions  and  produced 
to  the  highest  standards.  Each  of  them  deserves  to 
become  a  collector's  piece. 

William  Redgrave,  who  wrote  and  illustrated 
the  first  is  one  of  the  neglected  masters  of  our 
time.  'The  Event',  the  heroic  bronze  triptych  on 
which  he  spent  several  years  of  fairly  penurious 
life  when  a  more  commercial  exploitation  of 
his  talents  could  have  brought  him  a  rich 
income,  still  has  not  found  a  permanent  home.  It 
demands  a  majestic  site  in  a  cathedral  or  other 
public  building.  Sir  Basil  Spence  came  to  view  the 
sculpture  and  wanted  it  in  his  new  Town  Hall  for 
Kensington  and  Chelsea  -  at  present  it  is  on  loan 
to  the  Central  Library  there  -  but  the  usual  prob- 
lem of  public  funds  has  prevented  a  firm  accept- 
ance. The  Royal  Academy  usually  contains  a 
Redgrave  portrait  bronze  -  an  aspect  of  sculpture 
in  which  he  shows  greater  mastery  in  our  view 
than  any  living  master  (see,  for  example,  his  fme 
head  of  Sir  Adrian  Boult  in  the  Royal  Festival 
Hall,  London) ;  yet  somehow  public  recognition 
has  eluded  this  major  artist,  now  in  liis  seventies. 

As  with  William  Blake,  Redgrave's  private 
work,  including  a  'Book  of  Life'  and  an  illustrated 
journal,  is  more  important  to  him  than  his  public 
artistic  expressions.  One  day  the  'Book  of  Life*, 
Blakean  in  its  marrying  of  philosophy,  drawings 
and  paintings,  should  be  published  in  its  entirety, 
an  enterprise  so  far  prevented  partly  by  the  daunt- 
ing scale  and  aspirations  of  the  work,  and  (until 
the  present  more  permissive  time)  partly  by  its 
explicit  erotic  content.  Until  it  can  be  published  - 
and  we  feel  this  would  be  a  commercially  success- 
ful undertaking,  as  well  as  a  landmark  in  art  book 
publishing  -  we  have  to  content  ourselves  with 
the  exquisitely  produced  selection  that  Redgrave 
has  now  issued,  with  plates  produced  by  photo- 


lithography by  the  Royal  College  of  Art  and 
hand-coloured  by  the  artist,  and  bound  in  Niger  I 
goatskin  and  linen  by  Adrian  Pasotti.  There^is  a 
high  mystical  quality,  again  markedly  but  not 
derivatively  Blakean,  in  the  illustrations;  and  in 
the  poems  too  Redgrave  often  achieves  the 
Blakean  feat  of  expressing  the  profound  through 
the  comic  and  through  an  almost  child-like  sim- 
plicity of  diction. 

Another  gloriously  produced  book,  in  this  case 
in  an  edition  of  one  hundred  and  eleven  copies ' 
and  splendidly  bound  by  Sangorski  and  Sutcliffe, 
is  Jeremy  Gadd's  volume  of  poems  and  prose.  The 
poems  are  again  mystical,  though  the  thoughts 
are  kept  rather  too  abstract  and  one  gets  the  im- 
pression that  Mr.  Gadd,  though  a  promising  I 
young  writer,  has  not  suffered  enough  to  reach 
full  poetic  maturity.  If  he  develops  into  a  great 
poet,  this  will  be  the  volume  of  firstfruits  for  1 
which  the  Gadd  collector  will  most  ardently  hunt. ' 
The  engravings  are  mostly  delightful,  of  a  naivete 
which  recalls  the  work  of  John  Kay  of  Edinburgh 
or  'Tim  Bobbin'  in  the  eighteenth  century. 

One  could  not  have  a  greater  contrast  to  these 
engravings  than  the  lino-engravings  of  Richard 
Shirley  Smith  for  David  Burnett's  Hero  and 
Leander  (an  edition  of  two  hundred  copies  printed 
privately  by  the  University  Press,  Oxford).  They 
are  sophisticated  and  voluptuous,  while  P.  John 
Burden's  work  for  Jeremy  Gadd's  poems  is  some- 
what ingenuous  and  gnarled.  Burnett's  verses, 
with  their  heroic  couplets,  are  an  equally  enjoy- 
able exercise  in  accomplished  archaism:  Mr. 
Burnett  teaches  at  Grey  College,  University  of 
Durham.  This  must  surely  be  the  most  beautiful 
paperback  on  the  market. 

Our  final  book  was  also  published  in  Oxford  - 
and  where  more  appropriate,  for  the  book  is  Max 
Beerbohm's  immortal  Oxford  novel  Zuleika 
Dobson,  and  the  illustrations  are  by  his  fellow  old 
Carthusian,  Sir  Osbert  Lancaster,  whose  original 
interpretation  of  the  novel  received  the  blessing  of 
Max  himself.  The  whole  production  -  giving  us, 
in  portable  form  at  last,  the  marvellous  series  of 
tableaux  familiar  to  anyone  who  has  gloated  over 
Osbert  Lancaster's  murals  in  the  Randolph  Hotel, 
Oxford  -  is  an  example  of  perfect  sympathy 
between  author  and  artist.  The  plates  suit  the  text 
as  well  as  Temiiel  suits  Lewis  Carroll  or  E.  H. 
Shepard  suits  Kenneth  Grahame.  Once  you  have 
seen  Osbert  Lancaster's  version  of  the  celebrated 
scene  in  which  sweat  starts  from  the  brows  of  the 
stone  emperors  around  the  Sheldonian  Theatre, 
any  other  version  must  seem  an  impertinence^ 
This  edition  of  seven  hundred  and  fifty  copies, 
designed  by  Ruari  McLean,  would  have  delighted 
Max :  no  critic  ever  had  standards  more  fastidious. 

English  Decoration  in  the 
1 8th  century 

By  John  Fowler  and John  Cornforth 
288  pages,  234  illustrations 
and  40  colour 

London:  barrie  and  jenkins 
£10.00 

While  reading  this  book,  I  was  reminded  that 
when  Christian  Dior  decorated  his  salon  at  the 
end  of  the  last  war,  he  chose  predominantly  soft 
grey  tones.  As  with  clothes,  taste  in  interior 
decoration  tends  to  return  in  a  modified  and 
distilled  version  according  to  the  'good'  taste  of 
the  time  and,  as  with  eighteenth-century  innova- 
tions, certain  characteristics  remain  constant.  The 
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authors  of  this  fascinating  study  of  the  technicali- 
ties of  practising  any  true  form  of  eighteenth- 
century  interior  show  that  Dior  was  in  fact 
decorating  in  the  taste  of  a  long  and  dying 
tradition.  In  attempting  to  recapture  the  elegance 

!  of  fashionably  decorated  drawing-rooms  of  his 
boyhood,  he  was  reviving  the  revival  of  a  revival 
of  yet  another  revival.  Fowler  and  Comforth  in- 
form us  that  'French'  grey  came  to  England  in  the 
1760s.  Part  of  the  fascination  of  this  book  lies  in 
such  details,  which  will  kindle  individual  flames 
of  recognition  in  every  reader's  mind.  They  do 
not  fail  to  remind  us  of  the  subtle  use  of  French 
ideas  in  English  decorators'  work,  amongst  an 
encyclopaedic  mass  of  historical  detail  entertain- 
ingly presented.  But  after  a  glorious  swan-song 
during  the  inter-war  years,  with  such  names  as 
Syne  Maugham  and  White  Allom,  both  the  taste 
and  money  were  lacking  for  such  a  tradition  to 
continue.  Sense  of  permanence,  the  vital  element, 
is  now  blunted. 

By  confining  their  research  mainly  to  major 
surviving  period  country  house  interiors  such  as 
Clandon,  Houghton  and  Ostcrley,  the  details  of 
both  the  original  concept  of  the  design  and  its 
implementation  are  illustrated  from  the  technical 
side.  This  is  an  embryo  handbook  for  all  those 
interested  in  the  practicalities  of  preservation. 
Inevitably  it  is  not  an  exhaustive  work  and  it  is 
clear  that  the  importance  of  the  upholsterer  is  a 
major  interest  of  the  authors,  as  other  topics 

I  receive  less  attention  and  are  correspondingly  less 
entertaining  01  informative.  Yet  the  essence  of  the 
art  is  there.  Lady  Kildare  wrote  to  her  husband  in 
1 757 :  'I  shall  wish  to  have  our  house  look  sprucish. 
Every  mortal's  house  here  is  so  pretty  and  smart, 
and  well  furnish'd,  that  I  do  long  to  have  ours  so 
too  a  little'. 

The  authors  demonstrate  how  this  ideal  was 
accomplished,  first  briefly  describing  the  changing 
role  of  the  interior  decorator  and  the  importance 
of  the  planning  of  the  sequence  of  rooms  and  their 
use.  On  the  grand  scale,  as  with  Adam  at  Osterley, 
no  detail  was  overlooked,  yet  upholstery  re- 
mained the  crucial  factor.  The  upholsterer  was 
indispensable  and  his  range  of  fabrics  was  used  in 
covering  beds,  curtains,  chairs,  walls  and  floors. 
There  is  much  new  information  on  the  import- 
ance of  state  beds  in  a  large  house.  When  Charles 
i's  possessions  were  auctioned  in  1651,  his  Raphael 
cartoons  were  estimated  at  £300,  yet  a  green 
satin  bed  at  £1000.  No  other  detail  can  so  well 
show  the  change  in  taste  and  priorities.  By  the 

'  time  of  Thomas  Hope,  the  Duke  of  Marlborough 
owned  a  house  with  the  drawing-room  'hung 
with  .  .  .  peach  blossom  coloured  cloth  .  .  .  cur- 
tains of  rich  purple  silk  mixed  with  peach  blossom 
coloured  saracent  and  trimmed  with  most 
splendid  fringe,  lacings  and  tassels  of  gold 
coloured  silk;  the  upholstery  was  of  purple  satin 
woven  to  represent  embroidery'.  The  wide  range 
of  fabrics  available  is  astonishing.  Many  have 
understandably  vanished:  'lutestring  or  lustring 
...  a  taffeta  lustre.  A  plain  ribbed  silk  heavier  than 
modern  taffeta  faille,  it  was  given  a  glittering 
finish  by  being  smeared  with  beer  over  a  brazier'. 
On  curtains,  the  authors  are  at  their  best  with 
descriptions  of  the  technicalities  involved  in  cor- 
rectly fashioned  festoon  and  reefed  curtains.  In 
the  practice  of  using  trimmings,  now  so  expensive 

j  as  to  have  almost  vanished,  there  is  a  wealth  of 
historical  research  possible.  'At  one  time  even 
Queen  Charlotte  had  a  frame  for  making  fringe'. 
Braid,  lace,  orrice,  gimp,  fringe  and  tassels  were  of 
the  utmost  importance  in  the  finely  detailed 


schemes  and  were  often  of  gold  or  silver  thread. 
Figure  3,  one  of  the  many  murky  black  and  white- 
plates  in  the  book,  shows  a  period  room  in  the 
1933  idiom  by  Mrs.  Tree,  one  of  the  more  fashion- 
able decorators,  in  which  the  canopy  of  the  bed  is 
decorated  with  eighteenth-century  silver  galloon 
and  fringe.  One  cannot  conceive  of  such  care 
being  taken  today  in  any  but  the  restorer's 
practice. 

With  such  authoritative  works  as  David 
Watkins'  on  Thomas  Hope  already  in  existence, 
there  is  no  great  need  for  any  further  description 
on  furniture  than  Fowler  and  Comforth  give  us. 
They  choose  to  concentrate  on  the  little  studied 
aspect  of  correct  period  upholstery  to  the  exclu- 
sion of  other  aspects,  such  as  painted  furniture. 
Although  a  brief  section  on  decoration  for  mourn- 
ing reveals  that  furniture  might  be  painted  black 
when  the  house  was  hung  with  black  baize,  more 
attention  might  have  been  rewardingly  given  to 
Angelica  Kauffhiann,  for  example,  who  painted 
Sheraton  furniture.  The  other  chapters  dealing 
with  the  covering  and  treatment  of  floors,  lighting 
and  heating,  attitudes  to  pictures  and  their  hang- 
ing, ladies'  amusements  and  the  domestic  arrange- 
ments in  the  house  have  all  received  sufficient 
attention  in  other  works :  it  is  in  the  attention  paid 
to  fabrics  that  we  gain  new  knowledge  and  which 
makes  this  volume  so  remarkable. 

Although  this  is  a  book  for  the  collector  and 
preservationist,  it  cannot  be  recommended  to  the 
bibliophile.  The  binding  is  weak  and  the  black 
and  white  reproductions  astoundingly  poor  - 
Fig.  87  is  one  of  the  many  illustrations  that 
fail  to  reveal  the  detail  under  discussion,  in  this 
case  the  cloak  pins  for  securing  the  draw  strings 
of  festoon  curtains. 

In  spite  of  this  and  a  wretchedly  incomplete 
index  of  names,  one  is  beguiled  by  the  authorita- 
tive scholarship  of  the  authors  and  the  sense  of 
humour  apparent  in  their  choice  of  historical 
sources.  It  should  also  be  added  that  the  radiant 
colour  plates  by  Angelo  Hornak  are  as  superior  in 
quality  as  the  black  and  white  are  inferior.  This 
work  must  revolutionise  the  whole  concept  of 
preservation  of  authentic  period  decoration. 

MICHAEL  PICK 

The  Magic  Image 

The  Genius  of  Photography 
from  1839  to  the  Present  Day 
By  Cecil  Beaton  and  Gail  Buckland 
304  pages,  numerous  illustrations 
London:  weidenfeld  and  nicolson 
£8.50,  in  slipcase 

Photography,  Sir  Cecil  Beaton  writes  in  his 
introduction  to  this  vivid  and  knowledgeable 
book,  is  'a  continual  source  of  wonder'.  It  can 
show  us  the  hair  on  a  fly's  tongue,  a  sound  pic- 
ture of  a  thrush's  song,  even  an  image  of  a  smell. 
Yet  there  is  a  dearth  of  master  photographers. 
We  feel  the  authentic  creative  charge  more  often 
in  the  work  of  the  pioneers  than  in  that  of  our 
contemporaries.  Colour  does  not  seem  to  have 
helped:  most  serious  photographers  still  prefer  to 
work  in  black  and  white.  Cecil  Beaton  suggests 
that  the  most  harmonious  results  in  colour  photo- 
graphy are  often  in  the  soft  greys  and  olive- 
greens  of  a  Polaroid  print.  So  only  sixteen  pages 
are  devoted  to  colour  illustrations,  among  them  a 
diaphanie  by  Louis  Ducos  du  Hauron  -  a  subtly 
beautitul  arrangement  of  leaves  -  and  the  Lennart 
Nilsson  photograph  of  an  eighteen- week  embryo 
in  the  mother's  womb.  Though  separated  by 


some  ninety  years,  each  of  these  images  looks 
like,  and  indeed  is,  a  trick.  Generally,  the  pleasure 
communicated  by  photographs  owes  much  less 
to  the  'magic'  of  the  book's  title  than  to  the  eye 
behind  the  vicwfindcr;  and  it  is  significant  that 
the  examples  one  turns  to  over  and  again  arc  of  a 
kind  which  could  have  been  registered  by  one's 
own  optical  lens  and  retina  -  often  a  lazy  appara- 
tus, but  one  that  seems,  in  the  end,  more  trust- 
worthy than  the  devices  available  to  modern 
photography. 

The  format  of  the  present  collection  imposes 
its  own  discipline  on  the  choice  of  work,  con- 
sisting as  it  does  of  a  series  of  biographical  and 
critical  entries  on  prominent  photographers  from 
earliest  times  to  the  present  day.  The  authors 
share  these  accounts  between  them,  illustrated  by 
typical  or  important  examples  of  each  photo- 
grapher's work.  The  emphasis  is  on  individual, 
subjective  achievement,  but  the  chronological 
arrangement  gives  the  text  continuity  and  form. 

Among  the  early  names  to  be  found  is  that  of 
Camille  Silvy,  whose  work  evokes  a  particular 
response  in  Beaton.  He  describes  Silvy 's  full- 
length  studies  for  cartes-de-visite,  a  social  craze  in 
the  1 860s,  as  work  of  impeccable  taste  and  great 
technical  skill,  with  a  freedom  of  pose  that  makes 
Silvy  'the  Gainsborough  of  commercial  photo- 
graphers'. Of  Julia  Margaret  Cameron,  that 
formidable  lady  now  elevated  to  the  photo- 
graphers' Parnassus,  he  writes  that  she  saw  the 
world  with  'a  wide-eyed  wonder  and  a  marvel- 
lous purity';  she  gave  nobility  even  to  the  most 
'butch'  Victorian  matron,  partly  out  of  cheerful 
ignorance  of  the  technicalities  and  partly  on 
purpose  -  she  favoured  out-of-focus  photo- 
graphy, because  that  gave  her  supremacy  over 
the  mechanism.  Gertrude  Kasebier,  perhaps,  is  a 
kindred  spirit:  one  of  a  succession  of  idiosyncratic 
American  photographers  who  have  done  more 
than  most  painters  to  bring  candour  and  social 
awareness  to  the  forefront  of  American  art. 
Though  'studio'  photography  has  flourished  into 
present  times,  it  is  daily  life  that  has  produced  the 
Cartier-Brcssons,  the  Larry  Burrowscs,  and  the 
Frank  Capas,  heroes  of  a  profession  that  believes 
(with  Capa)  that  'if  your  pictures  aren't  good 
enough,  you  aren't  close  enough'. 

Where,  Sir  Cecil  wonders,  is  the  beacon  to 
light  the  way  to  the  expression  of  the  future?  He 
detects  an  acute  dissatisfaction  with  'instant  art' 
in  all  its  forms,  and  a  growing  respect  for  'tech- 
nique, disciplined  instinct,  measure  and  propor- 
tion .  . .  Perfect  tailoring  in  the  crafts  can  only  be 
accomplished  by  the  devout'.  There  are  over  four 
hundred  examples  here ;  and  not  only  for  devotees 
of  the  craft  that  still  hesitates  to  call  itself  an  art. 

DENIS  THOMAS 


139 


Selection 

This  month  we  feature  some  of 
the  finest  objects  on  display  at  this 
year's  Delft  Antiques  Fair,  at  the 
Museum  'het  Prinsenhof ',  Delft, 
from  1 6  October -5  November. 


[.  Delft  pottery  baluster  pot  signed 
'Lambertus  van  Eenhoorn', 
first  quarter  >f  the  eighteenth  century. 
C.J.J.  Weegenaar  B.  V.  The  Hague. 

Right. 

2.  Frans  van  MierisJr. 
The  Fruit  Woman,  c.  1730. 
C.  P.  A.  &  G.  R.  Castendijk, 
Rotterdam. 


3.  Clock  with  rolling  ball, 
signed  'Chas.  Frodsham  London' 
English,  c.  1820.  ap 
Stender  B.  V. 
St.  Michielsgestel. 


4.  Blue  Deltt  dish  decorated  in  the 
Chinese  manner  signed 
Willem  KlcfFyus,  c.  1660. 
Kunsthandel J.  Denijs, 
Amsterdam . 
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[apanese  copperplate  with  representation 
D  black  and  gold-lacquer. 
4.  Aardewerk, 
The  Hague. 


6.  Marten  Rijckaert.  Landscape, 
monogrammed  and  dated  1629. 
P.  de  Boer  B.  V. 
Amsterdam. 


Left. 

7.  Dutch  rosewood  case,  decorated 

with  ebony  and  engraved  tin  plaques, 

seventeenth  century. 

Van  Der  Ven  &  Van  Der  I  V// , 

's  Hertogcnhosch. 


8.  An  eighteenth  century 
Dutch  walnut  wall-table. 
Antiquiteitenhandel  A.  van 't  HoJ, 
Haarlem. 


9.  Ivory  lantern  clock  signed  B.  Heath, 
London.  English,  eighteenth  century. 
Ivory  case  signed  'R.J.  Castle,  Bath'. 
Charles  van  der  Heydcn. 
Rotterdam. 
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i i.Jan  Steen,  1626-1679. 
The  well-stocked  kitchen. 
G.  Cramer, 
The  Hague. 
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Centennial  Fair 

An  Antiques  Fair  to  mark  the  Centennial  of  the  Philadelphia  Museum  of  Art 

The  Philadelphia  A  (useum  of  Art  was  a  legacy  of  the  city's  first  centennial  held  in  Fairmount  Park  in  1876.  Although  the  present  museum  building 
dates  from  1919,  the  original  structure,  Memorial  Hall,  still  stands.  The  aim  of  this fair  and  art  sale,  to  be  held  in  the  Armoury  of  the  First  Troop 
Philadelphia  City  Cavalry,  is  to  raise  money  for  a  birthday  gift  to  the  Museum.  There  will  be  at  least  forty  antique  dealers  taking  part,  offering  a  wide 
variety  of  items  for  sale,  in  addition  to  a  loan  exhibition  from  the  Perelman  Antique  Toy  Museum. 
The  Fair  will  be  open  to  the  public  from  18-20  October  from  11.00  a.m.  to  8.00  p.m.,  admission  $3.00. 


The  Philadelphia  Museum  of  Art. 


2.  Queen  Anne  walnut  side 

chair  from  the  Reifsnyder  set 

Philadelphia,  c.  1740. 

Israel  Sack,  Inc. 

15  East  57th  Street,  New  York 

10022. 


3.  A  mid  nineteenth-century  album  quilt, 
signed  and  dated 

'Barclay  Reynolds  Album  Quilt  1853', 
Pennsylvania.  92  x  92  inches. 
Thos.  K.  Woodard. 

1022  Lexington  Avenue,  New  York  10021. 


4.  A  cast  iron  William  Tell  bank  made  by 
J.  and  E.  Stevens,  c.  1896,  on  loan  from 
the  Perelman  Antique  Toy  Museum. 
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Salerooms 


The  magnificent  Sevres  dinner 
service,  part  of  which  is  illustrated 
(No.  4),  was  sold  by  Edmund  de 
Rothschild,  at  Christie's  on  3oJune 
for  £33,600  ($72,240).  Each  piece 
has  blue  interlaced  'l'  marks 
enclosing  the  date  variously  for 
1780, 1784,  1786,  1787  and  1788. 
The  birds,  delicately  painted  on 
each  piece,  are  exact  copies  of 
illustrations  in  De  Buffon's 
nine-volume  book  on  birds, 
published  between  1770  and  1783 ; 
in  some  instances  the  subject  has 
been  reversed  and  all  the  landscapes 
have  been  added  by  Sevres 
painters.  They  are  surrounded  by 
green,  blue  and  gold  oeil-de-perdrix 
borders  with  gilt  rims.  Other  pieces 
from  the  service  are  in  the 
collection  of  h.  m.  the  Queen  but  no 
other  service  of  a  similar  calibre 
and  with  its  tureens  has  appeared  on 
the  market  since  the  war. 

Interest  in  Primitive  art  is 
steadily  growing,  boosted  in  this 
country  by  the  recent  television 
series  'The  Tribal  Eye'  and 
exhibitions  at  the  Museum  of 
Mankind.  One  of  the  most  exciting 
pieces  of  African  sculpture  sold  this 
season  was  a  wood  white-faced 
mask  from  Congo-Brazzaville 
which  fetched  £20,000  ($43,000)  at 
Sotheby's  on  15  July.  It  comes 
from  the  Ashira  Bapunu  tribes  who 
occupy  the  area  between  the  Fang 
and  Bakota  in  the  north  and  the 
Bakongo  in  the  south.  The  pale 
wood  is  painted  in  red,  white  and 
dark-brown;  the  features  are 
exquisitely  carved,  giving  it  a 
haunting  beauty. 

One  of  Turner's  finest 
watercolours,  The  Lake  of  Lucerne, 
showing  the  Rigi  at  Sunrise  (the 
Dark  Rigi)  was  sold  at  Sotheby's 
on  16  July  for  £85,000  ($182,750), 
the  world  auction  record  for  any 
English  watercolour.  The  two  other 
finished  views  of  the  Rigi,  the 
Blue  Rigi  and  the  Red  Rigi  are  in  a 
private  collection  and  the  National 
Gallery  of  Victoria,  Melbourne, 
respectively.  This  one  was  bought 
by  Leggatt  Brothers  on  behalf  of  a 
private  English  collector. 

In  a  sale  of  clocks,  watches  and 
scientific  instruments  on  21  July 
at  Sotheby's,  £19,000(540,850) 
was  paid  by  How  of  Edinburgh  for 
a  gilt-metal  musical  table  clock 
made  by  William  Webster.  It  is 
signed  Wm  Webster  Exchange  Alley 
London  in  the  arch  !   low  a  dial 
selecting  six  tunes  iiu,  ling 
O  Nymphs  oj  Race,  a  Paspead  and 
Bright  Aurelia.  It  is  intricately 
pierced  with  scrollwork 
incorporating  heads  of  eagles  and 
fishes,  figures  blowing  trumpets, 
vases  of  flowers  and  grotesque 
masks,  and  engraved  with 
strapwork  and  foliage;  the 
workmanship  is  of  the  highest 
quality.  Webster  was  apprenticed 
to  Thomas  Tompion  and  was 
Warden  of  the  Clockmaker's 
Company  in  1734. 


f"!  *"K£r 


I.  Gilt-metal  musical  table  clock 
by  William  Webster. 
Height:  47  cm. 
Sotheby's,  July  1975. 
£19,000(540,850). 


2.  Wood  white-faced  mask  fron 
the  Ashira-Bapunu  tribes, 
Congo-Brazzaville. 
Height:  33  cm. 
Sotheby's,  July  1975. 
£20,000  (S43,ooo). 


4.  Part  ofa  Sevres  ornithological 
service  for  dinner  and  dessert, 
1780-1788. 
Christie's,  June  1975. 
£33,600(572,240). 


3.  Pieter  de  Hooch. 

The  Soap  Bubbles, 

on  panel,  58.4  X  49.5  cm. 

Christie's,  June  1975. 

£147,000(5316,050). 


V-"'  J     •■       •-;"-«•  ~ 
is  congress;  Jh.» ,. 

A   D  E CLAR A  T I O  N 

I'M  TED  STATES  OF  AMERICA 
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*v  


5.  One  of  twenty-one  recorded 
ci  >pies  of  the  first  printing  of  the 
American  Declaration  of 
Independence,  1776. 
Christie's,  July  1975. 
£40,000  (S86,ooo). 


Left. 

6. Joseph  Mallord  William 
Turner. 

The  Lake  oj  Lucerne,  showing 
the  Rigi  at  Sunrise, 
watercolour. 
Sotheby's,  July  1975. 
£85,000  (5182,750). 


144 


Alfred  von  Kowalski-Wierusz. 
olish  horseman  in  a  winter  landscape 
illi  two  hunting  dogs, 
gned,  on  panel, 
j  J  X  1 5  inches. 

ing  and  Chascmore  in  association 
ith  Waddington,  McLean  and 
ompany,  Toronto,  July  1975. 
J.ooo  (^3.950). 


i 


Saint-Porchaire  ewer, 
cond  quarter  of  sixteenth  century 
eight:  34  cm. 
>theby's,  June  1975. 
,'44,000  ($94,600). 


ight. 

1'OMPEO  BATONl. 

>rtrait  of  the  Earl  of  Hillsborough, 
*ned  and  dated  Rome  1766, 
17  X  161  cm. 
(theby's,  July  1975. 
58,000(5124,700). 


Right. 

10.  GERRI  r  B I  R Kill  YDE, 

.-1  View  of  a  German  Town, 
signed  and  dated  1671,  on  panel 
42  X  62  cm. 
Phillips,  July  1975. 

£30,000  ($64,  SOO). 


Left. 

1 1 .  Black  lacquer  and  ebony 
bureau  plat  and  matching 
cartonnier  by  Martin  Carlin. 
Height  of  cartonnier:  141  cm. 
Christ  e's,  July  1975. 
£i57.75o($339,i63)- 


12.  One  of  a  pair  of  North  German 
oak  figures  of  the  Virgin  and  St.  John, 
c.  1220. 

ight :  64  inches. 
Sotheby's,  July  1975. 
£36,000  ($77,400). 
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13  -  Signed  Beilby  Armorial  goblet, 
probably  made  and  enamelled  to 
commemorate  the  birth  of 
George  id's  eldest  son,  later 
George  rv,  in  1762. 
Height:  8f  inches. 
Sotheby's,  July  1975. 
£19.500  ($41,925). 


14.  Louis  xv  provincial 
walnut  commode. 
Width:  4  feet  3  inches. 
Bonham's,  June  1975. 
£800  ($1,720). 


15.  Persian  lacquer  qalamdan, 
early  nineteenth  century. 
Length:  22.2  cm. 
Christie's,  July  1975. 
£8,925  ($19,189). 


16.  One  of  a  pair  o£famille  rose 

mandarin  baluster  vases 

and  domed  covers,  Ch'ien  Lung. 

Height:  134  cm. 

Christie's,  July  1975. 

£9.975  ($21,446). 


17.  North  German  parcel-gilt 

tankard,  sixteenth  century, 

the  baluster  body  engraved  with 

an  inscription  and  armorials. 

Height:  15.9  cm. 

Sotheby's,  July  1975. 

£5,20o($u,i8o). 


18.  The  first  successful  copy  of  the 

Portland  Vase,  carved  by 

John  Northwood  and  made  at  the 

glass  works  of  Philip  Pargeter, 

1876,  cameo  glass. 

Sotheby's  Belgra via,  July  1975. 

£30,000  ($64,500). 


Left. 

19.  EDWARD  SEAGO. 

The  Centaur  and  Spinaway 
at  Pin  Mill, 

signed  and  dated  1971,  on  board. 
Christie's,  July  1975. 
£3,360  ($7,224). 


20.  Gyokuken  Dosan  ivory  group 
of  Kwannon  with  two  attendants, 
c.  1900. 

Sotheby's  Belgravia.July  1975. 
£2,100  ($4,515). 


21.  Haida  horn  ceremonial  dish. 
Width:  18.2  cm. 
Christie's,  July  1975. 
£9,450($20,3i8). 
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THE  AMERICAN  BICENTENNIAL 
William  Allan 

Most  editors,  I  fancy,  arc  beginning  to  feel  that 
the  American  War  of  Independence  is  still  going 
on  -  in  their  own  offices.  From  one  side  comes  the 
war  whoop  of  Primitives  and  Folk  Artists,  from 
another  the  regular  tramp  of  Early  Colonial 
Portraiture,  while  in  the  background  stands  the 
sen  ile  figure  of  General  Washington,  supported 
by  the  terrible  twins  of  the  bicentennial,  Franklin 
and  Jefferson.  It  would  be  fun  to  make  a  long 
distance  call  (collect)  to  Heaven  -  for  surely  the 
inventor  of  the  lightning  conductor  and  the  man 
who  couldn't  tell  a  lie  must  be  up  there  -  to  learn 
just  what  America's  first  statesman  and  her  first 
President  think  of  all  these  junketings.  The  acres 
of  imitation  parchment,  the  millions  of  goose 
quill  pens  and  the  hundreds  of  scrolled  family 
trees  might  cause  them,  as  it  causes  most  of  us 
descendants  of  Howe  and  Burgoyne,  a  sour  smile 
or  a  snort  of  impatience.  But  then  would  come 
that  easy  flow  of  tolerance  and  good  sense,  and 
the  realisation  that  what  the  bicentennial  has 
above  all  things  is  enthusiasm,  and  an  unashamed 
delight  in  early  America. 

Inevitably,  having  two  hundred  and  three 
million  people  celebrating  the  achievements  of 
fewer  than  five,  there  has  been  a  lot  of  diligent 
barrel  scraping,  and  that,  combined  with  modern 
America's  passion  for  the  oomph  in  presentation, 
has  led  to  some  overstatement  in  the  various 
exhibitions.  The  official  handout  for  the  major 
travelling  exhibition  'The  World  of  Franklin  and 
Jefferson'  (from  the  office  of  Charles  and  Ray 
Eames)  is  a  good  example  of  this  'overkill'  in 
presentation.  I  received  six  handsomely  got  up 
handouts  (from  the  office  of  Charles  and  Ray 
Eames)  enclosed  in  a  rich-looking  card  folder 
(from  the  office  of  Charles  and  Ray  Eames) 
decorated  with  three  of  the  stars  and  two  of  the 
stripes,  a  quill  pen  and  some  obligatory  parch- 
ment, a  set  of  printers  blocks  set  over  an  early 
advertisement  for  the  Phoenix  Insurance  Com- 
pany and  a  lovely  photograph  of  leaves  in  the  fall 
(not,  we  may  assume,  from  the  office  of  Charles 
and  Ray  Eames).  Inside,  there  are  collections  of 
wise  saws  from  Messrs.  Paine,  Franklin,  Jefferson 
and  Adams,  including  the  nice  one  'In  America 
the  Law  is  King',  which  kindly  tell  to  Richard 
Nixon,  Kojak  and  the  Marines.  Charles  and  Ray 
manage  to  include  in  this  section  a  thundering 
denunciation  of  Parliamentary  democracy,  a 
paeon  of  praise  to  interest  and  graft,  an  clement 
of  pacifism  and  a  stem  admonition  to  forswear 
initiative  and  free  enterprise. 

Leaving  aside  the  vexation  caused  by  the  awful 
press  matter,  it  looks  as  though  this  exhibition  will 
be  a  great  and  deserved  success.  It  is  very  large, 
and  therefore  cramped.  It  also  needs  a  lot  of  time, 
for  the  number  of  written  or  printed  documents 
is  enormous,  and  the  visitor  needs  to  have  all  his 
wits  about  him  to  keep  track  of  the  cat's  cradle 
leading  from  Paine  and  Franklin  to  Roussseau, 
Montesquieu  and  back  again.  The  clusters  of 'tall, 
monument-like  structures'  which  are  designed  (by 
Charles  and  Ray,  of  course)  to  evoke  the  per- 
sonality and  outlook  of  people  known  to  Franklin 
and  Jefferson,  ranging  from  Paul  Revere  to 
Tadeusz  Kosciusko  and  the  Comte  de  Buffon, 
lend  an  element  of  confusion  to  the  general  out- 
line of  the  exhibition.  The  chronological  table  or 
'time  line'  is  interesting  enough  in  itself,  but  has 
the  effect  of  making  F  and  J  look  more  cosmic  and 
important  than  they  were.  Overall,  the  exhibition 
does  succeed  in  giving  a  convincing  impression 


of  the  intellectual  activity  in  eighteenth-century 
America,  and  succeeds  less  well  in  conveying  a 
sense  of  the  physical  wonder  of  the  continent. 
The  Declaration  of  Rights  is  one  thing,  but 
stuffed  buffaloes  from  the  office  of  Charles  and 
Ray  is  quite  another  (see  above).  This  display  has 
been  well  received  in  Paris,  and  politely  so  in 
Warsaw.  It  deserves  success  here,  and  in  its  other 
destinations. 

Showing  at  the  same  time  in  the  British  Library 
is  a  highly  interesting  and  well  chosen  selection 
of  maps,  diaries,  watercolours,  cartoons,  portraits 
and  other  material  relating  directly  to  the  war  of 
Independence.  Among  a  host  of  brilliantly  dis- 
played documents,  it  is  worth  paying  particular 
attention  to  the  map  which  was  used  at  the  peace 
negotiations  in  Paris  which  ended  the  war.  This 
map,  known  as  the  'Red  line  map'  has  been  used 
in  almost  every  subsequent  boundary  dispute 
involving  United  States  territory. 

Finally,  I  was  sent  yet  another  press  release  (no 
prizes  for  guessing  whose  office  it  came  from) 
about  the  American  Revolution  Bicentennial 
Administration.  After  the  usual  run  through  of 
aims  and  intentions,  'the  constructive  involve- 
ment of  the  maximum  number  of  Americans' 
and  so  on,  the  handout  reveals  that  'the  effective- 
ness of  this  Bicentennial  network  is  augmented  by 
a  rapidly  growing  number  of  officially  designated 
Bicentennial   Communities   which   have  met 
certain  requirements  in  Bicentennial  planning  and 
citizen  participation'.  We  have  ways  of  making 
you  participate  .... 
The  World  of  Franklin  and  Jefferson 
17  September  -  15  November  1 975 
The  British  Museum, 
Great  Russell  Street,  wci 
The  American  War  of  Independence 
4  July  -  11  November  1975 
The  British  Library, 
Great  Russell  Street,  wci 

YOUNG  AMERICA 
Charles  McCorquodale 

On  the  whole  Europe  continues  to  regard 
American  painting  up  to  the  last  war  with 
suspicion,  if  not  downright  disdain,  and  until  the 
notorious  Armory  Show  of  191 3,  few  Europeans 
paid  much  attention  to  the  United  States  as  a 
creative  centre.  The  collision  of  American  artists 
with  the  awe-inspiring  traditions  of  our  culture- 
laden  continent  is  perfectly  captured  in  Nethaniel 
Hawthorne's  Marble  Faun:  its  mixture  of  high- 
kicking  supernatural  hocus-pocus  with  a  Roman 
vie  de  bohhne  must  have  seemed  to  say  all  that  a 
sophisticated  European  public  deemed  necessary 
on  the  subject,  and  the  average  response  to  the 
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huge  tSSti  London  exhibition  of  American  art 
w.i>  that  it  represented  little  more  than  a  diluted 
follow-up  to  English  developments.  Despite  the 
deliberate  rejection  of  European  norms  found  in 
post-war  American  painting  and  the  subsequent 
obeisance  of  British  artists  to  that  schism,  as  yet 
there  has  been  no  attempt  to  present  a  comprehen- 
sive view  of  the  art  of  the  United  States  in  this 
country.  Although  this  selection  of  forty-eight 
paintings  from  the  Pennsylvania  Academy  of  Fine 
Arts  in  Philadelphia  does  not  fully  redress  this 
imbalance  -  too  many  major  artists  are  unrepre- 
sented and  only  limited  aspects  of  others  to  be 
seen  -  it  will  introduce  many  people  in  this 
country  to  splendours  which  certainly  do  exist. 

The  Pennsylvania  Academy  was  officially 
founded  in  1805  and  is  the  oldest  American 
museum  and  an  school :  thus  many  of  the  paint- 
ings in  its  collection  tend  to  be  by  artists  who 
either  taught  or  practised  there,  such  as  Gilbert 
Stuart  or  Charles  Willson  Peale.  Many  of  the  most 
famous  American  names  are,  however,  repre- 
sented in  the  collection  along  with  a  large  number 
of  key  masterpieces,  of  which  several  are  included 
in  this  exhibition:  West's  Penn's  Treaty  with  the 
Indians,  John  Vanderlyn's  Ariadne  asleep  on  the 
Island  o/Naxos,  Gilbert  Stuart's  George  Washington 
and  Winslow  Homer's  Fox  Hunt.  It  is  to  the 
portraits  that  the  visitor  to  such  an  exhibition  is 
perhaps  first  drawn,  since  they,  more  than  any 
other  genre  reflect  the  mood  of  a  country  and 
period,  and  the  range  here  is  impressive,  but,  sur- 
prisingly, that  mood  is  almost  ubiquitously 
sombre.  Emerging  from  the  linuiing  tradition  of 
early  American  portraiture,  it  must  have  been 
exceedingly  difficult  for  painters  such  as  James 
Claypoole,  Jr.  (c.  1743-before  1816)  to  break 
completely  with  the  woodenness  which  still 
lingers  in  his  portrait  pair  of  Mr.  and  Mrs.  Joseph 
Pemberton  despite  their  feeling  for  character,  rich 
materials  and  landscape  settings.  The  rejection  of 
this  type  of  charming  provincialism  came  with 
John  Singleton  Copley,  whose  omission  in  an 
exhibition  of  this  nature  is  like  neglecting 
Reynolds  among  English  painters;  close  behind 
Copley  came  Charles  Willson  Peale  and  his 
brother-pupil  James.  The  former's  George 
Washington  at  Princeton  of  1779,  however,  pales 
beside  the  dynamism  of  Gilbert  Stuart's  so-called 
'Lansdown  Portrait'  of  Washington,  also  in  the 
exhibition.  This  portrait  is  symbolic  in  several 
ways  -  it  can  be  seen  to  set  the  seal  on  both  the 
United  States'  artistic  and  political  independence. 
In  fluid  but  rigidly  controlled  brushstrokes  and 
well-balanced  colour  used  on  a  grand  scale,  Stuart 
presents  posterity  with  a  riveting  image  of  a  con- 
fident, mature  statesman  whose  gesture  has  a 
Baroque  solemnity  worthy  of  his  contemporary, 
David :  the  particular  combination  of  political  and 
artistic  talent  found  in  this  portrait  has  no  British 
parallels  at  this  date.  A  female  portrait  by  Stuart 
shows  that  his  psychological  acuity  was  not  con- 
fined to  his  male  sitters,  and  the  broad  handling 
of  paint  on  her  white  chemise  and  moist  eyes  and 
lips  recall  Hoppner's  dewy  heroines.  Although  no 
outstanding  portraitist  emerged  between  Stuart 
and  Thomas  Cowperthwaite  Eakins  (1844-1916), 
several  other  highly  original  portraits  arc 
included.  Thomas  Sully,  who  succeeded  Peale  as 
Philadelphia's  leading  artist  and  became  inter- 
nationally acclaimed  enough  to  paint  a  celebrated 
portrait  of  Queen  Victoria,  is  America's  Roman- 
ticist par  excellence,  as  in  two  glittering  theatrical 
portraits.  Of  these,  George  Frederick  Cooke  as 
Richard  III  is  the  finest,  presenting  a  Gothic- 


kally-gloomy  sculpted  twilight  out  of  which 
steals  the  opulently  clad  (and  painted)  actor.  His 
Major  Thomas  Biddle  has  the  air  of  a  glamorous 
Rupert  Brooke  pin-up  seen  through  the  flattering 
eyes  of  Lawrence.  While  the  Eakins  Walt  Whitman 
and  Cello  Player  cannot  be  said  to  give  much  idea 
of  the  artist's  extraordinary  talents,  a  remarkably 
subtle  double-portrait  by  Sargent,  Mr.  and  Mrs. 
John  W.  Field  crystalises  a  Janiesian  world  of 
extreme  wealth,  discretion  and  refinement,  hi  it, 
the  way  in  which  the  wife  leans  on  her  husband's 
arm  recalls  all  of  the  nervous  sensibility  of  the 
more  overtly  stylish  portraits  by  Sargent,  while 
the  handling  of  the  gauzy  scarf  and  beard  bear 
witness  to  his  European  experience. 

The  historical,  mythological  and  genre  paint- 
ings consistently  reveal  the  influence  of  European 
developments  more  than  the  portraits  although 
the  showpiece,  West's  Penn's  Treaty  with  the 
Indians,  painted  in  the  same  year  as  his  Death  of 
Wolfe,  1 77 1,  still  strikes  as  fascinatingly  discord- 
ant a  series  of  notes  as  it  must  have  done  when 
first  seen :  its  marriage  of  elements  from  Poussin, 
Lebrun,  and  Masaccio  with  such  an  unclassical 
setting  and  contemporary  dress  is  not  an  entirely 
happy  one  and  results  in  a  certain  stiffness.  It  has  a 
very  personal  brand  of  classicism  when  seen 
beside  John  Vanderlyn's  Ariadne  of  18 12,  already 
precociously  Victorian.  Both  are  Grand  Manner 
variants  on  academic  themes,  and  arc  eclipsed  in 
topicality  by  a  delightful  view  of  Centre  Square  on 
the  Fourth  of  July  by  J.  L.  Krimmel,  whose  absorb- 
tion  in  the  details  of  Empire  fashion  creates  a 
cameo-like  intimacy  in  his  Penny  Wedding  of 
1 8 14.  Nearby,  Romanticism's  reaction  to  the 
anecdotal  is  seen  in  the  dramatic  Pat  Lyon  at  the 
Forge.  From  then  on,  it  is  possible  to  follow 
European  trends  mirrored  with  exactitude  in 
landscapes,  domestic  interiors,  genre,  still-life  and 
portraiture  with  the  occasional  upsurge  of  first- 
rate  talents  such  as  Winslow  Homer  (The  Fox 
Hunt),  George  Wesley  Bellows  (abandoning  his 
Gatsby  clientele  to  depict  a  rugged  Hudson 
Rivcrscapc)  and  the  American  Impressionists 
Childe  Hassam  and  Edmund  C.  Tarbell. 

Finally,  the  transition  to  modernism  in  the 
United  States  as  seen  here  looks  painlessly  easy, 
since  none  of  the  revolutionary  names  -  Pollock, 
de  Kooning,  Jasper  Johns  or  Lichtenstein  arc 
represented,  and  even  Milton  Avery's  Oxcart 
looks  traditionally  restrained.  A  desolate  Hopper 
and  Wyeth's  Young  America  are  images  which 
reveal  a  strong  underlying  imaginative  current, 
but  it  is  regrettable  that  the  exhibition  should  end 
on  such  a  conventional  note. 

The  exhibition  was  first  held  in  the  United  States  of 
America  Embassy,  24  Grosvctwr  Square,  wi.  //  was 
in  Glasgow  in  August  and  is  now  ( until  1  November) 
at  Bristol  City  Art  Gallery. 


REVOLUTION-USA  200 
Louise  Collis 

Some  while  ago  Donald  Worley  had  the  idea  that 
celebrations  for  the  Bicentenary  of  the  American 
Revolution  ought  to  include  an  art  show, 
preceded  by  a  competition  and  succeeded  by 
prizes.  He  therefore  looked  about  for  sponsors  in 
the  business  world  and  he  found  them.  It  is  a  most 
excellent  notion  which  should  be  extended  to 
cover  writers,  and  musicians,  as  well.  And  why 
stop  at  the  American  Revolution?  Birthdays  and 
anniversaries  of  all  sorts  occur  everyday  and  each 
is  important  to  somebody.  It  is  only  necessary 


to  join  Mr.  Worley  in  a  crusade  for  the  conver- 
sion of  rich  men  to  the  idea  that  culture  is  good 
business. 

The  arguments  are  obvious.  An  can  be"pre- 
scnted  as  a  smart  investment,  protecting  and 
increasing  the  owner's  money  and,  at  the  same 
time,  conferring  on  him  a  reputation  for  discern- 
ment, connoisseurship,  a  slight,  but  unalarnu'ng, 
dash  of  the  intellect,  without  his  being  put  to  the 
trouble  of  having  actually  to  acquire  a  knowledge 
of  the  liberal  arts.  Although  we  are  denizens  of  a 
phillistine  age,  a  vague  hang-over  from  more 
educated  days  persists,  faintly  nourishing  the 
thought  that  there  is  something  admirable  about 
the  possession  of  libraries,  pictures,  furniture, 
architecture,  snatches  of  music  and  good  manners. 
Finally,  real  artists  are  much  cheaper  than  adver- 
tising agencies. 

By  some  such  arguments,  or  others  of  his  own 
invention,  Mr.  Worley  persuaded  a  number  of 
firms  -  Lex  Hotels,  Renaissance  Prints,  Wool- 
worths,  Gulf  Oil,  the  Dance  Centre  of  London 
Inc.,  Faberge  Inc.,  Gas  and  Equipment  Ltd.,  and  so 
on  -  to  take  an  interest  in  his  scheme  to  such  an 
extent  that  he  was  able  to  offer  a  first  prize  of 
£2700,  second  £2200,  third  and  fourth  £1950 
each.  The  winning  four  are  to  have  their  pictures 
(no  sculptures  or  kinetics  allowed)  turned  into  a 
portfolio  of  prints  in  a  limited  edition  of  eight 
hundred  and  fifty  which  the  sponsors  will  be  able 
to  present  to  important  clients.  The  final  selection 
of  pictures,  plus  a  few  runners  up,  will  tour  Lex 
Hotels  in  America  during  1976.  It  may  even  be 
possible  to  transport  the  artists  as  well. 

There  was  naturally  a  great  response  to 
such  a  magnificent  programme.  Hundreds  of 
painters  sent  in  their  works,  some  reflecting  events 
during  the  American  Revolution  and  others  not 
quite  so  apposite.  These  were  reduced  to  seventy, 
which  were  hung  in  rotation  at  the  Heathrow 
Hotel  during  June. 

The  judges  were  faced  with  certain  problems 
that  could  not  be  solved  by  a  picture's  artistic 
merits  alone.  It  had  to  turn  into  a  satisfactory 
print.  It  had  to  appeal  to  the  boards  of  the  com- 
panies which  have  interested  themselves  in  the 
project  and  to  their  more  significant  clients.  It 
could  not  offend  the  susceptibilities  of  the  thou- 
sands of  patriotic  Americans  who  will  frequent 
Lex  Hotels  during  the  bicentenary  celebrations 
with  flags  in  their  hands,  heroic  episodes  on  their 
lips  and  anti-British  sentiments  in  mind. 

The  styles  are  various,  but  predominantly 
figurative.  No.  1  is  the  embarkation  of  the  Pilgrinj 
Fathers  at  Plymouth  (Denis  Wreford)  and  No.  42 
the  us  spacemen  planting  the  stars  and  stripes  on 
the  moon  (Sandra  Lawrence).  Between  these  two 
solid  pieces  of  history,  we  have  a  Red  Indian  in  a 
glass  of  whisky  (Steven  J.  Hook)  and  Ice  Cream 
Disappearing  into  Descending  Clouds  (Sue  Ridge), 
where  the  bananas,  cherries  and  highly  coloured 
sauces  of  that  sickly  American  dish  are  given  a 
pleasing  sexy  twist,  most  cheering  in  the  solcnm 
atmosphere  engendered  by  many  of  the  works. 

On  the  more  thoughtful  side,  there  isjephan  de 
Villiers'  Emergent  Independence-Space-200  in  which 
a  spectral  plaster  figure  like  an  insect  crouches  in 
an  egg-shaped  aperture;  and  Maggi  Hambling's 
S  August  1  gj4  showing  Nixon  as  a  scapegoat,  with 
all  the  guilt  and  horror  of  recent  American  history 
in  the  folds  of  his  anguished  face.  Lastly,  one 
should  not  miss  an  impressive  curiosity:  the 
fifteen  year  old  Mario  Yianni's  Rose  who  is  an 
addict,  her  head  thrown  back  in  ecstacy  as  she 
contemplates  the  sublimities  of  the  heroin  vision. 
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Liberty's  Centenary 

June-October,  1975 

Liberty  &  Co.  Ltd.,  Regent  Street,  wi 

Reviewed  by  Andrew  saint 

Liberty  and  Company  is  a  hundred  years  old  this 
year.  To  celebrate  this  there  is  a  large  exhibition 
at  the  Victoria  and  Albert  Museum  and  a  display 
of  six  'room-sets'  by  Mary  Gilliatt  in  the  basement 
of  Liberty's  shop.  Its  purpose  is  straightforwardly 
commercial,  all  the  objects  being  for  sale  (except 
for  the  cakes  and  lemon  curd).  This  was  appro- 
priate, since  the  principal  role  of  Liberty's  has 
always  been  a  retailing  and  popularising  one, 
the  ability  (rather  like  Goode's  for  china  or 
Garrard's  for  jewellery)  to  find  and  market  the 
best  furniture  and  fabric  designs  of  others, 
Morris  included.  Hence  Arthur  Lazenby 
Liberty's  well-merited  reputation.  Norman 
Shaw,  one  of  several  eminent  men  who  helped 
him  in  the  early  days  of  the  firm,  summed  it  up 
well  in  a  letter  to  Liberty:  'You  have  put  your 
mark  on  your  time  -  like  Pugin,  Whistler,  and 
fortunately  some  others.  You  found  things  (most 
of  'em)  beastly,  and  you  leave  them  glorious  in 
colour  and  full  of  interest.  What  more  could  you 
desire?  What  more  could  anyone  desire?' 

What  can  certainly  be  desired  of  an  exhibition 
which  aims  at  informing  as  well  as  selling  is  up- 
to-date  scholarship  and  accuracy.  Of  this,  un- 
fortunately, the  display  shows  scant  sign.  The 
labels  are  ill-written  and  airy-fairy  in  tone. 
Thus  in  Room  1,  'The  Aesthetic  Movement 
1870-85',  we  read:  'William  Morris  and  his 
followers  produced  designs  for  fabrics  and  furni- 
ture totally  different  from  anything  that  had  gone 
before.  Victorian  Gothic  gave  way  to  light  and 
functional  Queen  Anne  style,  and  the  influence 
of  Japanese  art  brought  a  fresh  simplicity.'  Fact 
one:  the  Morris  circle  was  deeply  dependent  for 
design  ideas  upon  Pugin  and  his  successors  in  the 
1 850s  like  Street  and  Burges.  Fact  two:  the  Queen 
Anne  furniture  style  was  no  more  'light  and 
functional'  than  the  reformed  Gothic  style  from 
which  it  derived  except  in  the  hands  of  Godwin. 
Fact  three:  the  influence  of  Japan  was  only  one  of 
a  number  on  furniture  and  fabric  design,  and  by 
no  means  always  led  to  simplicity.  Indeed,  many 
of  these  sadly  hackneyed  phrases  were  at  odds 
with  the  objects  on  display  in  the  room.  Oddly, 
most  of  these  were  frankly  dated  c.  1900-1910,  so 
a  true  sense  of  period  was  hard  to  grasp.  The  best 
pieces  were  of  Gothic  inspiration,  a  good  inlaid 
table  {£22$)  and  a  jolly  barometer  (£75).  The 
rich  green  peacock-feather  wall  covering  was  the 
only  direct  connection  with  Liberty's  own  past. 

There  was  a  nice  barometer,  too,  this  time  of 
rosewood  and  the  dix-huitiime  {£135),  in  the 
'Edwardian  Room'.  This  era,  despite  the  date  of 
the  pieces  next  door,  was  characterised  as  a 
'revolt  against  the  floreat  excesses  of  Art  Nou- 
veau'.  The  room  is  decked  out  with  'period' 
furniture,  with  the  somewhat  coy  apologia:  'it  is 
interesting  that  good  Edwardian  copies  of  CiSth 
taste  are  now  fetching  high  prices  themselves'. 
Hence,  doubtless,  the  rise  in  barometric  price. 
Some  cakes  here  on  a  'Lazy  Susan'  looked  rather 
'period'  themselves  by  the  time  I  arrived. 

From  Edwardian  we  arc  shot  round  the  corner 
straight  into  a  sparse  'Art  Dcco  20s  and  30s 

Cyril  Arthur  Farey. 

The  Tudor  facade  of  Liberty  and  Company  in 

Great  Marlborough  Street. 
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Room'.  Round  about  here,  the  display  finds  its 
feet,  though  there  is  nothing  much  in  the  way  of 
what  the  blurb  nicely  christens  'the  stepped  look' 
in  furniture.  The  maple  and  sycamore  bedroom 
suite,  consisting  of  bed,  side  tables,  two  ward- 
robes, and  a  dressing  table,  is  surely  the  best  value 
at  £i9S,  but  looks  suspiciously  1940s.  I  looked  in 
vain  for  an  Art  Deco  barometer,  but  had  to  make 
do  instead  with  a  Marconi  Radio  (not  for  sale)  in 
the  'War  and  Post-War  Years  Room'.  This  is  real 
austerity  stuff,  symbolised  by  rock-hard  brown 
bread  and  Robertson's  lemon  curd  on  the  break- 
fast table,  and  plainly  much  dependent  on  the 
recent  utility  exhibition  at  the  Geffrye  Museum. 
A  few  pieces  of  earlier  furniture  have  strayed  in 
here,  notably  an  exiled  Liberty  cabinet  of  about 
1900,  quaintly  inscribed  'In  bookes  for  to  rede  i(s) 
my  dclite'.  The  closest  tome  to  hand  was  H.  M. 
Bateman's  Laughing  Tour  of  England  next  to  the 
Marconi.  To  ensconce  oneself  in  the  black  plush 
Hause  Roller  armchair  (£200)  and  to  read 
Bateman  or  listen  to  the  wireless  made  wartime 
seem  a  real  'delite'. 

After  this  'The  International  Style  of  the  1950s 
and  1960s'  and  '1975  Plus'  arc  an  inevitable  let- 
down. In  the  former,  rather  too  much  is  made 
of  the  Bauhaus;  connoisseurs  of  the  fluctuation  in 
price  of  Mies'  much-prized  Barcelona  chairs  may 
like  to  note  that  the  one  here  could  be  had  for 
,£316.55.  In  the  latter,  the  display  style  slips 
from  Germanic  to  Italian  and  the  language  style 
to  that  of  sales-talk :  'we  show  the  new  Cassina 
range  of  seating  by  Archezoom'  and  so  on.  The 
Avanti  Storage  System,  a  set  of  plain  white 
plastic  shelving  to  you  and  me,  is  inexplicably 
the  exhibition's  most  expensive  item  at  £S70, 
and  there  are  some  lumpy  globular  lamps.  The 
only  English  things  here  are  some  pretty  Liberty 
Centenary  Mugs,  not  cheap  at  £1.85  each,  a 
fearsome  trellis-type  modern  Liberty  wallpaper, 
and  some  subtly  littcred-about  copies  of  Country 
Life,  just  the  magazine  that  would  have  lain 
around  in  a  smart  fin-de-sicde  Liberty  interior. 
This  sole  link  with  the  past,  together  with  the 
transfer  of  design  loyalties  from  Britain  to  abroad 
so  well  marked  in  the  exhibition,  makes  one  think 
sadly  about  the  balance  of  payments  and  the 
comedown  from  the  days  of  Stile  Liberty. 


Liberty's  1 875-1 975 

31  July-12  October,  1975 
Victoria  and  Albert  Museum, 
Exhibition  Road,  SW7 
Reviewed  by  Louise  Collis 

Arthur  L.isenby  Liberty,  who  in  his  later  prosperity 
resembled  Edward  vn  and  was  proud  of  it, 
was  born  over  his  father's  modest  drapery  shop  in 
1843.  He  was  extremely  bright,  taking  an  interest 
in  art  and  the  theatre  from  an  early  age.  Never- 
theless, he  was  obliged  to  leave  school  at  sixteen 
because  his  parents  had  by  that  time  produced 
another  seven  children  and  the  expenses  were 
hardly  to  be  borne.  The  young  Arthur  was  sent  to 
London  and  apprenticed  to  a  draper  in  Baker 
Street.  Two  years  later  he  moved  to  the  Great 
Shawl  and  Cloak  Emporium  in  Regent  Street  and 
here  his  real  career  began. 

This  establishment  had  just  begun  to  specialise 
in  oriental  silks  and  other  eastern  wares,  particularly 
Japanese,  for  which  a  sudden  and  intense 
vogue  developed.  All  the  famous  Prc-Raphaelites 
were  continually  in  and  out  choosing  draperies 
for  their  models,  turning  over  the  merchandise  in 
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search  of  prints,  porcelains,  swords,  statuettes, 
curios  of  every  sort.  It  was  an  atmosphere  wholly 
congenial  to  the  young  Liberty  with  his  artistic 
leanings,  his  romantic  soul  and  solid  bedrock  of 
business  sense.  In  1875  he  set  up  on  his  own. 

His  silks  were  renowned.  William  Morris, 
Rossetti,  Burne-Joncs,  Alma  Tadcma  and  many  a 
lesser  genius  were  to  be  seen  rummaging  with 
cries  of  delight.  He  decorated  the  Savoy  theatre, 
dressed  many  of  the  Gilbert  and  Sullivan  operas; 
and  when  an  Indian  prince  took  a  fancy  to  do  up 
the  Pavillion  at  Brighton  as  an  Arabian  Night's 
Dream  for  a  party,  he  turned  to  Liberty.  These 
activities  were  all  immensely  profitable  and 
exciting.  He  had  a  comfortable  feeling  of  being  at 
the  centre  of  the  artistic  life  of  the  day  and  also 
of  educating  public  taste  in  the  way  it  should  go. 
It  obviously  improved  people  if  they  bought 
beautiful  things  at  his  shop,  rather  than  meretri- 
cious rubbish  round  the  corner.  He  blossomed  out 
with  an  Arab  Tearoom,  a  Curio  Department,  an 
Eastern  Bazaar,  a  Costume  Department  and,  the 
greatest  novelty  of  all,  a  Ladies'  Lavatory. 

But  what  of  the  actual  goods  for  which  such 
high  claims  were  being  made  and  which  we  are 
now  being  asked  to  admire  in  the  Victoria  and 
Albert  Museum  at  forty  pence  a  time?  As  one 
would  expect,  Burne-Jones  and  his  friends  were 
perfectly  correct  in  their  enthusiasm  for  the  fabrics. 
These  were,  and  still  remain,  the  crowning  glory 
of  the  firm.  Their  success  in  this  line  has  been 
chiefly  due  to  their  long-standing  policy  of 
employing  proper  artists  as  designers  and,  more 
importantly,  to  their  ability  to  recognise  a  good 
design  when  they  saw  one. 

Oriental  dyes  being  guaranteed  to  run  and  fade, 
it  was  found  necessary  from  the  beginning  to 
import  the  various  silks  and  other  materials  plain 
and  to  have  them  embellished  in  England  with 
prints  and  embroideries  based  on  Indian,  Chinese, 
Japanese  or  Persian  themes.  Thus  a  kind  of  reach- 
me-down  exoticism  was  marketed,  but  the  quality 
of  the  product  could  not  be  disputed.  The  tradi- 
tion continued:  consider  the  vibrant  hand- 
painted  velvet  cloak  of  193 1.  No  woman  could 
help  but  feel  beautiful  in  it. 

The  celebrated  Eastern  Bazaar,  lit  by  coloured 
lights,  was  exactly  what  the  name  suggests:  a 
miscellaneous  shipload  from  the  bazaars  of  the 
Near  and  Far  East.  This  meant  that  some  gems 
were  to  be  found  dotted  over  the  spread  of 
brightly  coloured  trash.  You  might  come  on  a 
seventeenth-century  brass  and  silver  mosque  lamp 
standing  in  lonely  splendour  among  the  fancy 
inkstands,  statuettes  and  fans.  The  prayer  rugs 
and  larger  Moslem  carpets  were  good,  but  the 
various  Chinese  and  Japanese  ceramics  were 
generally  of  extreme  vulgarity.  Yet  even  here  a 
knowing  shopper  might  discover  an  antique,  or 
genuine  work  of  art.  All  this  is  accurately  reflected 
in  the  Eastern  section  of  the  exhibition. 

As  time  went  on  and  success  continued,  it  was 
possible,  and  indeed  necessary,  to  diversify.  The 
blind  craze  for  orientalia  waned  and  art  nouveau 
came  in,  a  hodge-podge  of  a  style  owing  nothing 
to  Asia.  New  departments  were  set  up  full  of 
silver,  pewter,  jewellery  and  furniture  designed 
by  especially  commissioned  artists  and  craftsmen. 
The  fabrics  underwent  a  sea  change  into  some- 
thing decidedly  less  rich  and  strange,  though  chic. 

By  the  early  twenties,  the  founding  father  had 
died,  leaving  his  mercantile  ideas  made  manifest 
in  Regent  Street.  It  was  felt  in  the  firm  that  a  very 
slight  flavour  of  the  East  was  enough.  The  Nash 
premises  were  replaced  by  an  enormous  Tudor 
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mansion,  in  itself  now  a  period  piece  and  worth  a 
visit  by  all  students  of  twentieth-century  archi- 
tecture. Inside  were  stocks  of  Tudor-style  furni- 
ture of  amazing  solidity  and  bulk  intended,  one 
supposes,  for  other  baronial  halls  sprouting  over 
the  shires  and  suburbs  of  a  country  newly  emerged 
from  a  war  dominated  by  the  shapes,  the  sounds 
and  capabilities  of  machines. 

It  may  be  said,  why  cannonise  a  shop?  If  it  is 
agreed  to  be  a  good  thing  in  one  case,  where  do 
you  stop?  Why  not  show  Heal's  for  furniture  and 
interior  decoration  ?  Woolworth's  for  the  history 
of  proletarian  taste?  The  possibilities  are  endless 
and  by  no  means  outlandish:  old  Meccano  sets 
and  clockwork  Hornby  trains  have  been  seen  in 
Sotheby's  and  Christie's.  Almost  all  objects  and 
works  of  art  start  off  in  shops  and  are  meant  to  be 
useful  to  the  purchaser  in  his  daily  life,  either  as 
decoration  to  relieve  his  naked  walls  and  floors, 
or  to  help  him  perform  his  diurnal  tasks.  Let  us  go 
shopping  viacariously,  then,  amongst  the  cream  of 
a  hundred  years  of  merchandise  at  Liberty's.  It  is 
agreeable.  A  surprising  number  of  the  exhibits 
come  from  the  Museum's  own  collection.  It  is 
well  laid  out  with  plenty  of  light  and  room  to 
move.  The  labelling  is  esoteric,  but  otherwise  it 
is  not  hard  on  the  brains. 


T'ang  Buddhist 
Paintings 

2oJune-5  October,  1975 

The  British  Museum,  * 

Bloomsbury,  wci 

Reviewed  by  Edmund  Capon 

Without  the  truly  remarkable  paintings  from  th 
Buddhist  cave  temples  at  Tun-huang,  painting  c 
T'ang  dynasty  China  would  have  remained 
largely  unknown  quantity  in  the  west.  The  on], 
comparable  material  which  survives  are  the  wall 
paintings  in  the  Horyu-ji  at  Nara  in  Japan,  bu 
these  were  unhappily  severely  damaged  by  a  dis 
astrous  fire  in  1949. 

Tun-huang,  located  in  the  far  west  of  Kans,.1 
province  on  the  inhospitable  borders  of  the  Cen1 
tra]  Asian  desert  region,  became  in  the  fourth  t<  1 
sixth  centuries  a  vital  link  in  the  chain  whicl  1 
transmitted  the  Buddhist  faith  into  China.  In  thi 
T'ang  period  its  significance  was  multiplied  whei 
it  became  an  important  staging-post  on  th  1 
famous  silk  route.  At  that  time  the  complex  d  1 
temples  and  monasteries  at  Tun-huang  could  on! 
have  been  one  among  many  such  establishment  1 
throughout  China.  In  retrospect  its  importanc  1 
lies  in  the  fact  that  it  survived.  Towards  civ 
middle  of  the  ninth  century  ad  the  strength  anc 
popularity  of  Buddhism  was  once  again  beginning  | 
to  undermine  Imperial  authority;  as  a  result  o 
which  the  great  purge  of  845  ad  was  institutei 
causing  the  wholesale  destruction  of  Buddhis 
material  and  icons  in  China.  Tun-huang  escapee 
the  material  effects  of  this  persecution  as,  in  78 , 
ad,  the  area  was  occupied  by  the  Tibetans  am 
continued  under  their  control  until  848  AD.  Th' 
monastic  community  at  Tun-huang,  on  thi 
threshold  between  the  religion's  source,  in  India 
and  its  greatest  independent  expression,  in  China 
thus  survived  intact.  The  sculptures,  wall  paint 
ings,  banners,  paintings  and  manuscripts  frorr 
Tun-huang  have,  therefore,  become  one  of  th< 
most  important  and  cohesive  corpuses  of  T'an^ 
pictorial  art.  The  small  portable  objects,  including 
paintings,  manuscripts  and  textiles,  were  sealec 
up,  probably  in  the  eleventh  century  when  thi 
region  was  invaded  by  the  Hsi-hsia,  a  Tibetanisec 
Turkic  tribe,  and  remained  sealed  until  their  dis- 
covery at  the  very  end  of  the  nineteenth  century 

The  material  recovered  by  Sir  Aurel  Stein  anc 
Paul  Pclliot  during  their  Central  Asian  expedi- 
tions, which  of  course  includes  the  Tun-huam 
paintings,  is  now  divided  between  London,  Pari' 
and  New  Delhi.  The  paintings  preserved  in  thra 
British  Museum  are  amongst  the  most  remarkable 
and  varied,  and  although  the  current  exhibition  I 
selected  only  from  their  holdings  it  nonetheless 
illustrates  the  vivid  colour,  expressive  line  anc 
even  humour  of  T'ang  painting.  Naturalh 
Buddhist  themes  dominate,  in  particular  subject: 
relating  to  the  then  current  doctrine  of  the 
Paradise  sutras:  large,  complex  and  colourfu 
banners  and  paintings  full  of  the  vivid  imagery  o 
the  Buddhist  Paradise  pantheon  with  Amitabh; 
Buddha  as  the  focal  point  and  Bodhisattvas 
Lohans,  monks  and  fearsome  lokapalas  in  attend- 
ance. But  in  all  these  paintings  it  is  probably  thttl 
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background  details  which  provoke  the  most 
interest,  certainly  to  the  student  of  Chinese  paint- 
ing. For  here  secular  elements  predominate;  land- 

'  scapes,  buildings,  trees  and  miscellaneous  figures 
md  animals.  Since  there  arc  so  very  few  generally 
lcceptcd  Tang  landscape  paintings  in  existence, 
>r  even  acceptable  copies,  the  Tun-huang  ex- 
iinples  once  again  provide  the  raw  material.  The 
landscape  scenes,  with  strongly  defined  passages 
if  recession  into  the  far  distance  and  sharply  out- 
incd  rocks,  confirm  the  so-called  T'ang  land- 
,cape  style  as  found  in  the  painting  on  the  famous 
riwa  lute  preserved  in  the  Shoso-in  at  Nara  in 

!  'apan. 

In  great  contrast  to  these  gloriously  rich  and 
neticulous  paintings  are  the  sketches  executed  in 
zik  on  paper.  The  clear  simple  lines  of  the  draw- 
ngs  of  monks  and  Bodhisattvas  betrays  a  sen- 
■itivity  which  surely  stems  from  observation.  The 
Lrawings  of  monks,  for  example,  display  those 
ntcnsely  personal  qualities  normally  associated 
.vith  portraimrc.  They  are  nonetheless  restrained, 
uilike  some  rough  sketches  of  lions,  horses  and 
amels  which  have  all  the  dash  and  humour 
haractcristic  of  cartoons.  These  were  something 
if  a  minor  revelation  and  certainly  bear  the  hall- 
nark  of  the  talented  artisan,  they  do  compare 
a  ith  tomb  wall-paintings,  rather  than  the  studious 
!  professionals  who  were  responsible  for  most  of 
;  he  standard  Tun-huang  Buddhist  paintings. 
The  fragility  of  these  rare  and  exciting  paintings 
precludes  permanent  exhibition  and  the  oppor- 
nnity  of  seeing  them  should  not  be  missed;  it  is 
inlikely  they  will  be  available  for  exhibition 
igain  for  some  time. 


Andrea  Palladio  1508-1580: 
the  portico  and  the  farmyard 

21  August-12  October,  1975 
Wayward  Gallery, 
Belvedere  Road,  sei 

Reviewed  by  Charles  McCorquodale 

1  3one  are  the  days  when  architectural  exhibitions 
;  gathered  together  as  many  of  the  architect's  draw- 
ngs  as  possible  and,  interspersing  them  with 
,  photographs  of  relevant  buildings,  left  the  rest  to 
he  imagination.  The  Arts  Council  in  collaboration 
with  the  Centro  Inteniazionale  di  Studi  Architet- 
ura  Andrea  Palladio  of  Vicenza  has  amassed  the 
widest  possible  range  of  drawings,  photographs, 
*  prints,  books,  furniture,  paintings  and  other  arte- 
:acts  to  evoke  not  only  the  buildings  associated 
with  Palladio,  but  also  the  complex  cultural  world 
yf  Venice,  Vicenza  and  the  Veneto  during  his 
ife-time.  One  of  the  exhibition's  main  aims  is  to 
:  :ombat  the  common  error  of  considering  'archi- 
:ects  of  the  past  as  unfettered  absolute  creators 
}f  the  buildings  which  they  designed'.  For  the 
j  British,  Palladio,  who  never  left  Italy,  has  the 
:  mystique  of  having  been  the  direct  inspiration  of 
]  so  many  of  our  most  important  buildings,  and  the 
j  .estament  of  this  country's  three-century-old 
I  enthusiasm  can  be  seen  in  the  preponderance  of 
I  British    loans    to    the    exhibition.  Although 
;  Palladianism  took  root  elsewhere  in  Europe  and 
I  America,  no  other  nation  was  so  single-minded  in 
j  ts  devotion  as  Britain. 

To  present  a  balanced  view  of  the  sensuous  and 
ntellectual  counterweights  in  Palladio  is  extreme- 
y  difficult  -  it  is  too  easy  to  judge  him  in  terms 
pf  Venetian  light  and  the  soft-outlined  present 


condition  of  his  architecture.  This  exhibition  is 
divided  into  sections  which  unite  considerations 
of  his  more  cerebral  aspects  with  the  overwhelm- 
ing visual  pleasure  which  is  perhaps  his  most  last- 
ing impact:  Venice,  Interiors,  Palladio,  Vicenza, 
Villas  and  Systems.  Palladio's  '1  Quattro  Libri'  - 
surely  the  most  influential  book  in  world  archi- 
tecture -  is  the  real  hero  of  the  exhibition,  the 
record  of  his  determined  archacologism  in  the 
face  of  contemporary  architects'  vagueness:  Serlio 
admitted  in  1540  to  not  having  measured  a 
certain  building  and  also,  'because  it  has  no 
architectural  beauty,  I  paid  no  attention  to  the 
elevation'.  Palladio's  concern  with  all  the  'parts' 
of  architecture  is  evident  in  everything  he  touched, 
whether  it  was  houses  for  agricultural  workers,  a 
project  for  a  surprisingly  modest  Venetian  hous- 
ing development,  plans  for  the  rebuilding  of  the 
Doge's  Palace  after  the  1 577  fire,  or  the  availability 
of  wedge-shaped  bricks  for  colunm-shafts.  The 
richness  and  constant  activity  of  his  life,  his  friend- 
ships with  the  aristocracy  and  the  intelligentsia, 
and  his  unprecedented  professionalism  are  set 
against  a  background  of  his  own  tragic  family 
life  and  his  constant  lack  of  money  until  his  last 
decade.  Each  of  the  major  buildings  is  analysed  in 
photographs,  plans  and  elevations,  from  which  a 
natural  progression  is  made  to  reconstructions  of 
the  life  led  by  patrons  such  as  Giulio  Thiene,  at 
one  of  whose  five  wedding  banquets  a  single 
course  out  of  five  consisted  of  sparrows  fried  with 
oranges  and  octopus  with  oysters  in  sauce.  Books 
like  Beccanuvoli's  'All  the  Vicentine  Women, 
Married,  Widows  and  Damsels'  left  few  reputa- 
tions unexamined,  and  the  unwary,  whose 
activities  are  described  in  contemporary  letters, 
might  find  themselves  making  their  excuses  in 
public  inside  Palladio's  imposing  new  Basilica. 
Despite  disastrous  famines  and  local  discord,  it 
must  have  seemed  as  if  a  new  Vitruvian  age  had 
dawned  for  the  Veneto,  and  the  audience  'assailed 
by  the  softest  fragrance  and  the  sound  of  trumpets 
and  drums'  at  the  1.30  a.m.  curtain-up  in  the 
Teatro  Olimpico  must  have  perceived  Palladio's 
greatness.  Portraits  by  Veronese  and  others  depict 
the  grandeur  of  Palladio's  circle,  notably  his 
mentors  Trissino  and  Barbaro,  while  the  most 
delightful  painted  images  are  of  garden  parties  as 
in  the  ornate  Music  in  a  Villa  Garden  attributed  to 
Pozzoserrato.  The  function  of  the  drawings  in 
relation  to  the  buildings  as  executed  is  examined, 
along  with  Palladio's  debt  to  architects  such  as 
Sanmicheli,  Sansovino,  Raphael  and  Giulio 
Romano  -  all  of  which  takes  space  both  in  the 
gallery  and  in  the  large  and  comprehensive  cata- 
logue with  its  vast  bibliography  beginning  in 
1495.  For  lovers  of  English  and  Italian  architecture 
this  exhibition  should  not  be  missed. 


The  Georgian  Playhouse 
1730-1830 

21  August-12  October,  1975 

Hayward  Gallery, 

Belvedere  Road,  sei 

Reviewed  by  Phillip  Constantinidi 

The  opening  of  the  new  National  Theatre  build- 
ing was  originally  to  have  been  welcomed  by  a 
large  and  comprehensive  theatre  exhibition;  the 
delay  of  the  first  event  led  to  the  disintegration  of 
the  second,  a  large  fragment  forming  the  nucleus 
for  the  present  exhibition  at  the  Hayward 


Gallery,  'The  Georgian  Playhouse'.  This  is,  with- 
in its  own  terms  of  reference,  comprehensive 
enough  -  ballet  and  opera  arc  not  included  - 
being  divided  into  two  major  parts  split  into 
fourteen  sections.  Part  one  consists  of 'The  Actor 
and  the  Artist';  some  of  the  paintings  arc  famous 
and  familiar  from  other  contexts;  others,  like  the 
portraits  by  Samuel  de  Wilde,  deserve  to  be  much 
more  widely  known,  not  only  for  their  merit  as 
paintings  but  also  for  the  record  they  leave  of 
popular  actors  from  the  latter  part  of  the  period 
in  their  most  famous  roles.  Ephemera,  like  play- 
bills, tickets  and  figurines  of  the  comedian  Liston, 
together  with  curiosities  such  as  Shakespeare's 
gloves  given  to  Garrick  by  the  town  of  Stratford, 
are  fitting  props.  One  small  section  is  devoted  to 
theatrical  satires  and  concentrates  in  particular  on 
the  infant  phenomenon  Master  Betty,  who  en- 
joyed a  brief  but  intensive  period  of  stardom  at 
the  beginning  of  the  nineteenth  century,  playing 
his  diminutive  Romeo  to  outsize  Juliets  -  or  so 
one  gathers.  This  kind  of  performance  is  indica- 
tive of  the  point  stressed  in  the  catalogue  that  the 
demand  in  the  latter  part  of  the  period  was 
increasingly  for  spectacle  rather  than  drama.  Part 
two,  'Audiences  and  Architects',  underlines  this 
by  chronicling,  in  drawings,  prints  and  diagrams, 
the  transformation  of  Drury  Lane  and  Covent 
Garden  from  fairly  intimate  playhouses  in  which 
a  long  forestage  ensured  that  the  audience  was 
almost  mixing  with  the  actors,  fully  illuminated 
and  with  little  attempt  at  lighting  effects  and 
elaborate  scenery,  to  theatres  seating  upward  of 
three  thousand  spectators,  with  a  definite  division 
established  between  audience  and  actors  and,  in 
the  1820s,  productions  which  featured  'authentic' 
costumes  and  sets  for  history  plays.  Both  patent 
theatres  were  burnt  down  twice  during  the  period 
1730-1830,  conveniently  giving  the  opportunity 
for  rebuilding  on  a  larger  scale,  with  remodellings 
by  Robert  Adam  and  Henry  Holland  at  Drury 
Lane  and  Holland  and  Robert  Smirke  at  Covent 
Garden.  The  eidarged  Drury  Lane  of  1794  could 
seat  three  thousand  nine  hundred  at  a  pinch, 
though,  because  of  its  size,  it  created  some  prob- 
lems for  the  performers  -  'this  vast  wilderness' 
was  Mrs.  Siddons'  opinion. 

1730-1830  was  a  period  of  enormous  expansion 
in  the  world  of  theatre  as  a  whole,  not  only  in 
London  but  also  in  the  provinces  where  theatres 
were  built  in  many  of  the  larger  towns  and  where 
regular  touring  circuits  were  established.  Cor- 
respondingly, the  status  of  the  actor  improved. 
Though  James  Quin  was  much  appreciated  by 
comioisseurs  of  the  stage  such  as  Horace  Walpole, 
it  was  Ids  successor,  and  generally  acknowledged 
superior  as  premier  actor,  David  Garrick,  who, 
with  his  many  gifts  besides  his  brilliance  both  in 
comedy  and  tragedy,  brought  full  intellectual 
recognition  to  a  gentleman  of  his  profession. 
Garrick's  importance,  as  the  embodiment  of  a  new 
naturalism  in  acting,  as  a  propagandist  for 
Shakespeare  and  as  a  man  of  letters,  is  fully 
recognised  in  the  exhibition,  and  paintings  of  him 
by  Hogarth,  Reynolds  and  ZofTany  are  among  the 
most  pleasing  of  all  the  things  to  be  seen.  The 
many  exhibits  like  these  which  have  an  intrinsic- 
merit  of  their  own  apart  from  their  associative 
value  ensure  that  the  exhibition  is  far  more  than 
an  exercise  in  nostalgia,  though  perhaps  we  are 
sufficiently  distant  in  time  to  view  J.  P.  Kemble's 
stage  jewellery  objectively,  anyway.  The  eleva- 
tion of  actor  into  artist,  or  beyond,  reached  its 
eighteenth-century  peak  with  Mrs.  Siddon's 
apotheosis  as  the  Tragic  Muse  in  Reynolds' 
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famous  painting,  Sir  Joshua  modestly  inscribing 
his  name  on  the  hem  of  her  garment.  A  less 
rhetorical  view  of  the  first  lady  of  the  English 
stage,  by  a  young  amateur  artist,  Mary  Sackvillc- 
Hamilton,  shows  Mrs.  Siddons  in  a  classical 
attitude  which,  however  graceful,  cannot  dis- 
guise her  extreme  corpulence. 

The  object  of  the  exhibition  is  to  present  as 
entire  a  view  of  Georgian  play-going  and  its 
personnel  as  possible.  The  section  on  the  audience 
which,  as  the  organisers  say,  is  sparsely  covered  in 
the  middle  period  due  to  lack  of  material,  comes 
into  its  own  at  the  beginning  of  the  nineteenth 
century  with  Thomas  Rowlandson.  The  theatrical 
intrigues  of  the  time  gave  suitable  scope  to  his 
satirical  pencil  -  management  rivalry,  particularly 
between  Covent  Garden  and  Drury  Lane,  is  one 
of  the  few  unchanging  features  of  the  whole 
period  -  though  almost  all  views  of  the  audience 
throughout  the  exhibition  arc  satirical  to  some 
extent.  This  is  perhaps  a  tribute  to  its  potency,  the 
most  notorious  example  of  which  was  the  Old 
Price  riots  in  1809  when  the  Covent  Garden 
management  was  forced  to  give  in  and  sell  most 
seats  at  the  old  price.  The  main  trouble-makers 
were  concentrated  in  the  pit,  the  discomfort  of 
which  must  have  been  a  trial  to  anyone's  endur- 
ance, however  little  they  had  paid.  However,  it 
must  be  said  that  with  the  abandonment  of  the 
pit  area  to  the  orchestra  stalls  increasingly  after 
1830,  the  audience  in  the  'legitimate'  theatre,  at 
least,  became  less  lively  and  interesting. 

Inevitably,  although  the  Georgian  playhouse 
on  view  is  admirably  constructed,  crammed  with 
props  and  filled  with  interesting  characters,  it  lacks 
a  backdrop  worthy  of  the  rest.  Stage  scenery  is 
very  prone  to  destruction,  cither  through  the 
process  of  time,  or  the  difficulty  of  storage,  or  the 
re-use  of  materials.  So,  there  is  only  one  piece  of 
Georgian  scenery,  the  'Woodland  Scene'  from 
the  theatre  in  Richmond,  Yorkshire,  which, 
fortunate  to  have  survived,  must  serve  as  a  sub- 
stitute for  one  of  dc  Louthcrbourg's  more 
sophisticated  and  magnificent  sets. 

The  catalogue  mirrors  the  exhibition  itself:  it  is 
full  of  information,  illustrations  and  anecdotes  and 
helps  to  pull  together  the  many  differing  elements 
which  make  this  such  an  interesting  show. 


Hommagc  a  Teriade 

9  August- 1 2  October,  197  s 
Royal  Academy  Diploma  Galleries, 
Burlington  House,  Piccadilly,  wi 
Reviewed  by  Robert  Cumming 

In  191 5  Efstraitos  Eleftheriades  arrived  in 
Marseilles.  He  was  eighteen.  It  must  have  been  a 
courageous  decision,  both  by  the  young  man, 
whom  we  now  know  as  Teriade,  and  by  his 
father,  who  owned  a  small  soap  factory,  to  con- 
template the  journey  from  the  Greek  island  of 
Lesbos  to  a  Europe  racked  by  war.  Yet  Teriade's 
love  for  France,  conceived  from  afar,  not  least 
through  the  influence  of  French  fashion  maga- 
zines, was  great  enough  to  sweep  aside  such  con- 
siderations. He  saw  in  France  the  continuance  of 
that  Ideal  which  in  Greece  was  only  a  memory 
enshrined  in  Classical  remains. 

Teriade  did  not  become  an  artist  in  the  ordinary 
sense,  although  he  formed  close  friendships  with 
the  leading  painters  in  France.  Teriade's  skill 
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expressed  itself  in  the  field  of  publishing,  and 
although  he  helped  bring  a  new  technical  per- 
fection in  lithography  and  typography,  his  genius 
was  one  of  conception  rather  than  execution. 
Above  all  he  conceived  a  new  relationship 
between  the  visual  image  and  poetry,  perfectly 
caught  in  Picasso's  lithographs  for  Reverdy's 
'Chant  des  Morts',  and  in  Matisse's  'Jazz'.  Picasso 
complements  Reverdy's  handwriting  with  streak- 
ing blood  red  strokes,  wholly  abstract,  relating  as 
much  to  the  visual  quality  of  the  written  text  as  to 
its  content;  Matisse  wrote  the  text  for  'Jazz'  in 
large  looping  handwriting  as  'an  accompaniment 
to  my  colours,  as  daisies  might  help  in  an  arrange- 
ment of  rather  more  exotic  flowers,  so  their 

ROLE  IS  PURELY  VISUAL'. 

The  Royal  Academy  Exhibition  concentrates 
almost  exclusively  on  the  Grands  Livres,  con- 
ceived by  Teriade  at  his  Villa  Natacha  in  Saint 
Jean-Cap- Ferrat,  and  produced  between  1943  and 
1969.  It  is  a  smaller  version  of  the  Exhibition  that 
was  shown  at  the  Grand  Palais  in  1973,  and 
Teriade's  first  publications,  'La  Bete  Noire', 
'Minotaure',  and  'Verve'  are  scarcely  touched  on 
at  all.  Pages  from  each  of  the  Grands  Livres  arc 
mounted  together  on  large  panels  and  together 
form  a  dazzling  display,  although  some  books 
fare  better  than  others  with  this  treatment;  the 
less  purely  'visual'  and  more  intimate  sometimes 
suffer.  Chagall's  illustrations  for  the  Bible  and  for 
I  )aphnis  and  Chloe  (the  legend  is  set  in  Teriade's 
own  Lesbos)  are  scrupulously  faithful  to  their 
texts,  each  reinforcing  the  content  of  the  other. 
This  relationship  is  lost  in  the  Exhibition's  pre- 
sentation, and  Giacometti's  illustrations  for  'Paris 
sans  Fin'  are  too  delicate  to  be  spread  out  in  this 
way.  Some  pages  of  Matisse's  and  Legcr's 
'Cirque'  arc  repeated  twice  or  more,  hardly  con- 
sistent with  the  idea  of  a  book,  and  it  is  exactly 
this  aspect  which  is  most  lacking  in  the  exhibition. 
The  thrill  of  any  fine  book  lies  not  only  in  its 
content,  or  in  the  visual  quality  of  its  text  and 
illustrations,  but  also  in  its  sculptural  quality.  The 
weight,  the  binding,  the  texture  of  the  paper,  the 
feel  as  the  pages  are  turned  and  nestle  on  each 
other  are  essential  qualities  of  a  book.  A  book  can 
never  be  taken  in  all  at  once  or  seen  by  a  crowd; 
as  each  page  is  turned  it  becomes  a  private  voyage 
through  space  and  time.  How  to  display  such  an 
intimate  object  is  a  problem,  but  a  few  copies  of 
the  Grands  Livres,  even  in  glass  cases,  would  have 
helped  to  capture  the  idea  of  the  books  them- 
selves more  fully,  and  with  them  the  personality 
of  Teriade  himself.  Yet  on  reflection  perhaps  this 
very  omission  is  the  mark  of  Teriade's  own 
reticence,  for  even  when  he  wrote  reviews  for 
L' Intransigeant  from  1928-1935  he  was  at  pains  to 
let  the  artists  who  later  illustrated  the  Grands 
Livres  speak  for  themselves,  rather  than  empha- 
sise his  own  presence  and  opinions. 


Nicholas  Pocock  1741-1821 

12  May-30  September,  1975 
National  Maritime  Museum, 
Greenwich,  seio 

Reviewed  by  briony  llewellyn 

With  the  development  of  British  sea  power  in  the 
eighteenth  century  there  grew  up  a  desire  to  com- 
memorate pictorially  as  well  as  in  writing  the 
great  naval  victories  and  merchant  ventures  that 
took  place.  Artists  were  now  able  to  specialise  in 
marine  painting,  initially  drawing  many  of  their 
ideas  from  Dutch  marine  artists  such  as  the  van  de 


Veldes.  Some,  such  as  Dominic  Serres  am' 
Nicholas  Pocock,  made  their  living  at  sea  befor 
turning  to  painting  as  a  profession.  Born  in  1741. 
Pocock  was  at  sea  for  most  of  each  year  fron; 
1 76 1  to  1776  on  both  naval  and  merchant  expedi 
tions.  His  voyages  in  command  of  the  ship  Lloy, 
from  Bristol  to  South  Carolina  and  the  Wes 
Indies  indicate  that  he  may  have  been  involved  ii 
the  slave  trade,  but  there  is  no  mention  of  this  ii 
the  meticulous  log  books  which  he  illustratec 
with  wash  drawings  of  his  ship  in  various  position 
and  under  various  conditions.  As  a  result  of  hi' 
experiences  his  marine  pictures,  a  good  selectioi 
of  which  were  on  display  in  the  print  room  of  thi 
Maritime  Museum,  show  a  thorough  understand- 
ing of  sailing  ships  -  even  down  to  the  Venetiai 
blinds  which  were  drawn  over  the  galley  window* 
in  hot  climates  -  and  of  the  conditions  of  wincH 
and  tide  under  which  they  sailed. 

His  pictures  of  famous  sea  battles  such  ajj 
Trafalgar  and  the  Nile  arc  also  very  accurate 
although  probably  the  only  one  at  which  he  wai 
present  was  the  Glorious  First  of  June,  in  1794 1 
Pocock's  'Notes  and  Sketches  on  board  h.m.s 
Pegasus'  which  contains  several  pages  of  hand-i 
writing  describing  the  manoeuvres  of  the  fleet 
and  four  fold-out  pages  of  watercolour  sketched 
of  the  battles  in  progress,  was  exhibited  here,  as  wel. 
as  three  drawings  and  an  oil  of  the  Defence.  That 
he  was  concerned  to  create  a  good  composition  a? 
well  as  to  give  an  accurate  account  of  an  event  m  • 
illustrated  by  the  material  relating  to  The  Captnn 
of  the  Resistance  and  Constance.  This  includes  a 
letter  written  by  his  patron,  Sir  Harry  Neale. 
commenting  on  Pocock's  suggested  composition, 
and  two  pencil  sketches,  one  with  the  remark 
'Mr.  P  thinks  this  better  as  to  the  disposition  ol  I 
the  ships  being  more  extended'.  It  seems  that  the  I 
latter  was  approved  as  the  finished  painting  fol- 
lows this  composition  closely.  By  their  very 
nature  however  the  various  battle  scenes  are  j 
somewhat  flat  and  uninspiring  since  they  were  j 
intended  as  records  of  what  took  place  and  not! 
as  imaginative  compositions. 

When  not  bound  by  strict  facts,  Pocock  could 
be  more  imaginative,  as  in  The  Hindostan,  which 
shows  a  fleet  of  East  Indiamcn  at  Sea.  The  line  of 
bright  light  across  the  dark  sea  illuminating  parts 
of  the  flagship,  the  billowing  clouds  and  rough 
water  and  the  diagonal  composition,  all  create  a 
dramatic  effect.  A  watercolour,  The  Ganges  and 
oilier  ships  departing  from  Portsmouth  in  April  1782M 
shows  portraits  of  several  ships  made  in  a  certain! 
shipper's  yard  in  one  year.  Because  there  werel 
different  kinds  of  ships  and  he  could  position  thenM 
how  he  wanted,  Pocock  could  make  a  livclyfl 
composition. 

The  present  orange-brown  colour  of  most  otl 
the  watercolours  is  the  result  of  their  over-B 
exposure  to  light  before  they  came  to  the  Museum.  I 
Not  only  has  the  light  stained  the  paper  but  the  j 
fugitive  indigo  colour  which  Pocock  used  has! 
often  faded.  A  few  examples  which  have  not  bcenl 
exhibited  before  show  the  blue  as  it  was.  The! 
pencil  sketches  are  well-preserved  and  showl 
Pocock's  lively  and  confident  touch. 

The  picturesque  aspect  of  Pocock's  workj 
was  shown  in  only  a  few  watercolours  -  the 
illustrations  for  Falconer's  The  Shipwreck,  1810, 
Ilfracombe  from  the  East,  and  Cutters  beating  up  a 
river,  for  example.  It  is  Pocock's  ability  to  convey 
in  visual  terms  his  knowledge  of  the  sea  and!  I 
shipping  of  his  own  time,  which  was  brought  out] 
in  this  well  conceived  and  pleasantly  displayed  | 
exhibition. 
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Tommaso  and  Luigi  Saulini 

Malcolm  Stuart  Carr 

The  nineteenth  century  saw  both  the  apogee  and  nadir  of  the  once 
popular  art  of  cameo  carving.  The  onset  of  Romanticism  affected 
the  demand  for  this  Classically  inspired  style,  and  cameo  carving 
declined  into  insipidity  and  vulgarity.  The  Saulinis  were  two 
craftsmen  who  proved  the  exception  to  the  rule,  making 
jewellery  of  extraordinary  refinement  until  1883.  Mr.  Carr  here 
illustrates  a  number  of  examples  of  their  work,  many  for  the  first 
time,  in  an  assessment  of  this  neglected  art  form  and  two  of  its 
most  remarkable  practitioners. 

The  work  of  John  Paul  Cooper 

Charlotte  Gere 

Cooper's  work  as  a  silversmith  and  jeweller  is  still  largely 
unknown.  Mrs.  Gere  places  him  in  his  context,  as  an  admired 
member  of  the  Arts  and  Crafts  movement  whose  inventive 
designs  and  superlative  skill  made  his  work  much  sought  after 
in  the  Edwardian  era. 

The  Giuliano  Family 

Art  Jewellers 
Geoffrey  Munn 

Between  the  years  1 860-1 895  the  Italian  refugee  Carlo  Giuliano 
rose  from  working  for  the  retail  jewellers  Hunt  and  Roskell  and 
Emmanuel,  to  the  position  of  being  the  proprietor  of  one  of 
London's  most  fashionable  and  exotic  houses.  Geoffrey  Munn 
describes  the  course  of  this  ascent  and  documents  for  the  first 
time  the  important  place  held  in  this  progression  by  Pasquale 
Novissimo  and  Castellani  of  Rome. 


An  antiquary's  Collection 

an  important  gift  of  jewellery 
Anna  Somers  Cocks 

A  fully  illustrated  and  documented  account  of  an  outstanding 
collection  of  jewellery  recently  given  to  the  Victoria  and 
Albert  Museum.  This  collection  contains  a  remarkable  number  of 
early  jewels,  and  handsome  examples  of  Renaissance  and 
Haute  Epoque  craftsmanship. 


Smoker  out  of  Windsor 

John  Gloag 

Continuing  Ins  exploration  of  the  often  tangled  by-ways  of 
English  furniture  history,  Mr.  Gloag  examines  a  popular  variation 
of  the  Windsor  chair  which  was  widely  used  during  and  after  the 
second  quarter  of  the  nineteenth  century. 


The  dotaku 

a  rare  art  form  of  prehistoric  Japan 
Sir  John  Figges 

These  quaint  bell-shaped  objects  have  long  defied  guesses  as  to 
their  true  age  and  purpose.  Made  of  bronze  and  decorated  with  an 
incomprehensible  pattern  of  geometric  shapes,  it  is  possible  that 
these  strange  devices  may  shed  new  light  on  the  origins  of  the 
Japanese  people. 
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Caleb  Whitefoord 

Merchant,  Diplomatist  and  Art  Patron 
D.  G.  C.  Allan 

The  recent  cleaning  and  framing  of  two  oval  portraits  of 
Whitefoord  and  his  wife  at  the  Royal  Society  of  Arts  has 
focussed  attention  on  the  career  of  a  man  who  combined  the 
trade  of  a  wine  merchant  with  the  profession  of  a  political 
journalist,  served  his  country  as  a  diplomat,  and  was  the 
enthusiastic  patron  of  some  of  the  leading  artists  of  the  British 
School. 
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SHOWCASE 


A  pair  of  Sheffield  Wine  Coolers  by 
Matthew  Boulton.  Circa  1790 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.i  01-493  4350 


FINANCE 

FOR 

IMPORTERS 


UP  TO 
180  DAYS 

W«  pay  your  supplier  world-widi, 
■nd  draw  a  180  day  bill  on  you. 

Writt  for  full  details  today  advising 
name  and  address  0/  your  bankers. 

PHENSHIP 

CONFIRMING  HOUSE 

17AMBROSE  AVE.,  LONDON  N.W.11, 
ENGLAND  PHONE  01-4585909 


George  II  1740  Pitcher  Cream  Jug  on 
Spreading  foot  Weight  3  oz.  5  dwt 
Height  3     Maker  Dinah  Garaon. 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH  Bournemouth  24289 


Silver  Tankard  by  Robert  Timbrell. 
London  170s. 


RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.i  01-493  4b 


(ConnoteStur  Antiques 

(Peter  and  Queenie  Kauffman) 
59  Ship  Street  (First  Floor),  Brighton, 
Sussex  BN1  1AE.  Tel.  Brighton  29190 


We  hold  one  of  the  most  comprehensive  collect- 
ions of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quiries  are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


Heffernan 
&  Jones 

Antique  and  Modern  Silver, 

22  Crown  Passage,  St.  James's, 
London  SW1Y  6PP    01-930  6003 


Oats*/ 


A  late  Paul  Storr  teapot. 

London  1838.         Weight  26  ozs. 


Scottish  quaich  of  great  historical  interest, 
circa  1680,  with  the  anus  and  initials  of 
John  Cambell  of  Glenorchy  and  his  wife 
Mary  Campell. 


H.  R.  JESSOP  Ltd. 

1  MOTCOMB  ST..  BELGRAVE  SQ. 

London  s.w.ix  8ju  01-2352978 


Cheltenham 
Antique  Marke  i 
54  Suffolk  Rd.,  ? 
(5  minutes  frorr 
M5  on  main  A4()i 

9. 30a.m. -5. 30  p.m.  including  St-r 
urdays.  14  stalls.  Coffee  &  lu 
bar.  Parking  nearby.  We  bu>ist 
well  as  sell.  All  dealers  presit 
on  Tuesdays.  Telephone:  Cll- 
tenham  26767 


The  Connoisseur  Register  Advertisements 


FOR  SALE 

WILLIAM  CALLOW,  Carnarvon  Castle,  1  9"  x  1 3"  unframed,  exceptional 
example  dated  1883.  Collectors  only,  offers  to  Box  No.  8729. 

"YORK  SILVER  1475  1858".  Concise  history  by  acknowledged 
expert.  Only  publication  devoted  to  antique  York  silverware.  60 
excellent  photographs  (including  earliest  known  pieces:  rare  marks) 
LEE  COLLECTION  on  loan  Undercroft,  York  Minster.  £1.25p  posted, 
(abroad  £1.55p)  from  author,  William  Lee.  Severus  Avenue,  Co.  York. 

12  melodies,  selector.  Size  approximately  20"  x  6'.  Manufacturer  — 
Nichole  Freres,  Geneva.  Box  No.  8728. 

Offers  invited  for  Connoisseurs.  Basically  December  1928  -  December 
1938  (January,  February,  March  1933  missing).  Box  No.  8730. 

A  rare  opportunity  to  purchase  a  superb  mahogany  interior  from  an 
early  Victorian  pub.  The  interior  consists  of  mahogany  bar  counters, 
back  bar,  panelling  etc.  Price  £10,000.  Full  specification  and  photo- 
graphs available  on  request  from  Queens  Head  Inc.,  40  High  Street, 
Weedon,  Northants,  telephone  0327  40530,  telex  311084. 

Connoisseur  magazines  for  sale,  commencing  September  1901 
complete  to  December  1903.  Offers  please  to  Box  No.  8731. 


MISCELLANEOUS 

24th  Annual  Kensington  Antiques  Fair,  October  20th  to  25th.  Ken- 
sington Town  Hall,  London  W.8.  1 1  a.m.  to  8  p.m.  daily.  Admission  40p. 


Antique  and  Contemporary  Paperweights  are  shown  in  full 
colour  in  our  latest  catalogue,  $3.00  L.  H.  Selman  Ltd.,  407  Cliff  Street, 
Suite  4,  Santa  Cruz,  CA.  95060. 

SWITZERLAND,  Germany,  Hungary,  Austria,  Netherlands;  buying 
all  engraved  topographical  views,  aquarells,  maps  and  old  illustrated 
books.  Dr.  Deer,  D  61  -  Darmstadt-Arheilgen,  Kornweg  2. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £1.15  each  (plus  5Jp  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied  to 
professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air), 
$6.00  surface  mail.  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.82,  Europe  £2.50,  Australia  (£4.50  air),  £2.50  surface  mail.' 
10%  overall  discount  on  six  or  more  cans. 

'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 

Register  advertisements  are  20p  per  word  minimum  €3.00  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE 
ROAD,  LONDON.  SW1V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


WESTON  GALLERY 

Fine  Paintings 

6th  Annual  Exhibition  of 
NORWICH  SCHOOL  PAINTINGS 

Until  11th  October,  1975 


(1810-99) 

Signed,  on  canvas:  36"  x  28" 


THE  MONTELBAAN  TOWER,  AMSTERDAM 

by 

PIETER  CORNELIS  DOMMERSEN 
Signed  and  dated  1889 
On  panel:  16"  x  23£" 


WESTON  LONGVILLE,  NORWICH,  NORFOLK 

Tel:  Gt.  Witchingham  572 


Norman  Adams  Ltd. 

8-10  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bury  Street,  St.  James's,  London  swi 
Tel:  01-930  2444 

English  and  Continental  Porcelain 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  19th  Century 

Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0650/1325 

Antique Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver Jewellery,  Bronzes,  Objets  d'Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-029  4018/3397 

Chinese  Ceramics  and  Works  of  Art, 
Islamic  Pottery 

Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

11  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and' 
badge  brooches 


Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London  wi 
Tel:  01-437  0986 

Watercolours,  Drawings,  Oil  Paintings , 
British  School  igth  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  swi 
Tel:  01-584  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Ferrers 

9  Piccadilly  Arcade,  London  swi 
Tel:  01-493  6948 

French  Paintings  and  Drawings  from  1700  to  1900 
Victorian  Paintings  and  Art  Nouveau 

Fernandes  &  Marche 

17  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture ,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5I1(5 

British  Art  of  the  1 8th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th~igth  century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
1 8th  and  1  gth  centuries 


Galerie  George 

96-98  George  Street,  London  wih  5R1 
Tel:  01-935  3322 

1 8th  and  igth  century  fine  English  and  Continental 
paintings.  Large  selection  at  competitive  trade  prices 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-629  2008/9 

Works  of  Art  and  Fine  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  wi 

Tel:  01-493  2488,  Cables:  Glimpelfils,  London 

Contemporary  Paintings  and  Sculpture 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997  j 

1 8th  and  1  gth  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  nwi 
Tel:  01-267  2767  and  01-485  1504 

Specialists  in  18th  and  early  igth  Century  English 
Furniture,  and  works  of  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  2714 

Antique  jewellery  and  silver,  Sheffield  Plate 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  1  jth  and  1 8th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 

Heim  Gallery 

59  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London,  wiy  2NY.  Tel:  01-499  301 1 

Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennells from  1 737 

Herner  Wengraf 

67-68  Jermyn  Street,  St.  James's 
London  swiy  6ny.  Tel:  01-930  1864 
Cables:  OLDGAL  London  swi 

Fine  Old  Masters  and  igth  Century  Paintings 

Edwin  H.  Herzog 

49  Brook  Street,  London  wi 
Tel:  01-629  5460 

Fine  18th  Century  English  furniture 
and  Works  of  Art 


jllingshead  &  Co. 

!  Fulham  Road,  sw6 
I:  01-385  8519 

uble  and  Wood  Fireplaces  and  Crates.  Largest 
ction  in  London.  Marble  Slips  and  Hearths, 
novation  works  undertaken 

>lmes 

Old  Bond  Street,  London  w  1 
:  01-493  1394 

•ellery,  Antique,  Victorian  and  fine  modern 
er 

•orgeHoran (Oriental  Antiques)  Ltd. 

St.  Christopher's  Place,  Wigmore  Street, 
idon  wi,  Tel:  01-935  7359  (01-622  5968 
:r7p.m.) 

appointment  suppliers  to  the  Corps  Diplomatique 
ental  ceramics,  bronzes,  jade,  paintings, 
•ings,  etc. 

an  Jacobs 

!  Vlotcomb  Street,  Belgrave  Square, 
idon  swi,  Tel:  01-235  5944 

cialising  in  ljth  Century  Dutch  and  Flemish 
I  Master  Paintings 

illiam  Job 

86  Pimlico  Road,  London  swi 
:  01-730  7374 

irks  oj  Art,  Early  English  and  Continental 
liture,  objects  and  implements 

car  &  Peter  Johnson 

vndes  Lodge  Gallery,  27  Lowndes  Street, 
idon  swi,  Tel:  01-235  6464 

cialists  in  English  Paintings  oj  the  18th  and  igth 
uries 

W.  Keil 

Mount  Street,  Mayfair,  London  w  1 
:  01-629  6448 

cialists  in  Fine  Oak  and  Walnut  Furniture 

&  C.  T.  Koopman  &  Son  Ltd. 

-65  Chancer)'  Lane,  London  WC2 

:  01-242  7624 

I  at  John  Dalton  House 

)hn  Dalton  Street,  Manchester  M2  6jp 

:  061-834  2420  and  061-832  9036 

>ers  and  exporters  of  antique  silver,  silver  plate 

jewellery 

A.  Lee 

i  Bruton  Place,  London  w  1 
:  01-629  5600  and  499  6266 
•cialists  in  antique  clocks 
lortant  stock  oj  early  works  oj  art,  paintings, 
xiture,  silver  and  other  items 

fevre  Gallery 

Bruton  Street,  London  wi, 
.:  01-629  2250 

•cialists  in  Fine  igth  and  20th 

itury  Paintings,  Drawings  and  Bronzes 


Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

18th  to  20th  Century  Watercolours  and  Drawings 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

Fine  Paintings  jrom  the  1  gth  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

18th  and  igth  Century  English  Paintings, 
drawings  and  watcrcolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  WI,  Tel:  01-734  4202 

Ancient  Art 

D.  M.  &  P.  Manlieim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  w  1 
Tel:  01-723  6595 
Member  of  B. A.D.A. 

Specialist  in  fine  English  antique  Porcelain, 
Pottery,  Deljtware  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5 161,  Cables:  Bondartos 

Contemporary  Graphics  and  Multiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

English  and  European  Paintings 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Hugh  Moss  Ltd. 

12  Bruton  Street,  London  wix  7 ah 
Tel:  01-499  5625  and  492  1835/6/7 

Oriental  works  oj  art,  especially  Chinese 
porcelain ,  jades ,  enamels,  juniture,  bronzes  and 
snuffbottles 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

j 8th  and  igth  Century  English  and  French 
watercolours  and  drawings 


J.  B.  Nuncio 

Tel :  01-584  0362  (evenings) 
View  by  appointment 

17th  and  18th  Century  Antiques  and  Paintings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  Jor jour  generations.  Also  oj  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  swi 
Tel:  01-839  4274 

Fine  igth  Century  paintings  at  realistic  prices 
Omell  Galleries 

40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Alarine  Paintings  at  realistic  prices 

Parker  Gallery 

2  Albemarle  Street,  London  wi 
Tel:  01-499  59°6 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barrett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  jrom  Tibet,  Nepal  and  India 

Marjorie  Parr  Gallery 

285  Kings  Road,  London  SW3 
Tel:  01-352  0768 

20th  Century  Paintings,  Sculpture  and  Pottery 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  w  1 
European  works  oj  art 

Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  oj  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5EN 
Tel:  01-352  3088 

1 8th  and  early  igth  century  English  Jumiture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art. 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4^3- 

British  Figurative  Painters,  International 
Symbolist ,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St.  James's,  London  swi 

Fine  Paintings  oj  the  English  and  Continental 
Schools  of  the  19th  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

iSth  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

1 8th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 

Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  Loudon  w  1 
Tel:  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 
William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  1165 

18th  Century  Continental furniture 
and  works  of  art 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1 97 1 

Fine  European  Arms  and  Armour 
Islamic  Arms  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 

19th  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:8n6i8 

ljth-igth  century  Dutch  and  English  paintings 
and  watercolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

5  New  Bond  Street,  London  w  1 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  w  1 
Tel:  01-499  0365 

19th  Century  Impressionists  and  Contemporary 
animal  sculpture.  Wildlife  and  sporting  paintings 

Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 

Ancient  Art 


Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings 
and  Silver 

Stair  &  Company  Ltd. 

120  and  125  Mount  Street,  London  wiy  5 hb 
Tel:  01-499  1785/1784/5270 

Fine  English  Furniture  and  work  of  art  of  the 
1 7th  and  1 8th  Centuries 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wi,  Tel:  01-629  i486 

Specialists  in  Fine  Regency  Furniture 

The  Textile  Gallery 

12  Bruton  Street,  London  wix  7 ah 
Tel:  01-629  3651 

Oriental  and  central  Asian  rugs  and  textiles 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235.  Telex:  916151 

Antique  Paperweights  also  glass  from 

17th-  19th  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 

Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  w  1 
Tel:  01-493  5161 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Betty  &  Vera  Vandekar 

20  Motcomb  Street,  London  swi 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
pottery ,  furniture  and  works  of  Art 

Earl  D.  Vandekar 

138  Brompton  Road,  London  SW3 
Tel:  01-589  8481/3398 
Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Wartski 

14  Grafton  Street,  London  wi 
Tel:  01-493  1 1 41-2-3 

Fine  stock  of  Antique  Jewellery,  Silver, 
Snuff  Boxes,  Russian  Porcelain  and  other  items 
Also  the  foremost  specialists  in  Fabcrge 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.Witchingham  572 

Dutch  and  English  paintings  from  «. 
17th- 19th  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wi 
Tel:  01-493  5751 

Fine  traditional  paintings  from  the  19th  &  20th 
Centuries  always  on  view 

W.  H.  Wilson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6q 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


King  &  Chasemore 


19th  Century  satinwood 
display  cabinet  to  be 
sold  on  October  8th 


at  the  Pulborough  Salerooms 

NO  BUYERS  COMMISSION 

October  7th-9th  Paintings  &  Prints,  Selected 
Furniture,  Clocks,  Silver  &  Plate,  Jewellery 

October  21st-23rd  Selected  Paintings,  Georgian 
&  Victorian  Furniture,  Bronzes,  English  & 
European  Porcelain,  Oriental  Porcelain. 

Viewing:  Previous  Saturday  9-1  and 
Monday  10-5 

Illustrated  catalogues:  60p  (70p  by  post)  from 

Fine  Art  Department, 
Pulborough, 
Sussex 
(tel:  2081) 


Late  1  8th  Century  Dutch 
marquetry  corner  cabinet 
to  be  sold  on  October  8th 


WADDINGTON'S 

Important  Properties  from  the  Estate  of 
Pearl  Margaret  Eaton,  Lady  Cheylesmore,  Alberta,  Canada  and  others 


Giacomo  Favretto  -  A  Quiet  Conversation, 
oil  131"  x  18V' 


A.  Bouvard  -  The  Doges  Palace,  Venice 
oil  19"  x  25| 


Wednesday  29th  October  Fine  Jewellery,  Antique  and  Contemporary  Silver,  China  &  Glass 
Thursday  30th  October  Georgian  &  Victorian  Furniture,  Bronzes  and  Oriental  Rugs 
Friday  31st  October  British  &  European  Paintings  by  recorded  artists  (photographs  may  be 
viewed  at  King  &  Chasemore's  Saleroom,  Pulborough,  Sussex  (tel:  2081) 

View  Days:  Monday  27th  and  Tuesday  28th  October  until  9.30  p.m.  each  day.  Catalogues  S2.00 


Alfred  de  Breanski  Jr.  On  the  Banks  of 
the  Avon,  oil  16"  x  24" 


Anton  Mauve  -  Thatched  Cottage',  oil 
12V'  x  16" 


Waddington  McLean  &■  Co.  Ltd.,  Fine  Art  Auctioneers  &  Appraisers, 
189  Queen  Street  East,  Toronto,  Canada  M5A  1  S2  (Area  Code  41 6)  362-1678 
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STANHOPE 
SHELTON 
PICTURES 


OLD  MASTER 
DRA  WINGS  (and 
English  watercolours) 

Write  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
1P7  7JB,  England 


LIVE  BRITISH  ARTISTS— WINDSOR 
67  Victoria  Street  -  tel.  54925 

JAN  HOOGSTEYNS 

Paintings  -  Drawings  1  -20  Oct  75 


CHINESE      ^Qj^^g    ^  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys. 

40  Great  Russell  Street,  London,  W.C.1 

(01-580  7538) 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


BRITISH  ANTIQUE 
^  EXPORTERS  Ltd.  _ 

Georgian,  Victorian  and  Edwardian  Furniture  J§ 

Showrooms  and  Container  Depot 
New  Road  Industrial  Estate,  Newhaven,  Sussex. 

TEL:  NEWHAVEN  (07912)  5561   


MAIL  ORDER  PROTECTION  SCHEME.  Members  of  the  Periodical  Publishers  Association  have  given  to  the  Director  General  of  Fair  Trading  an 
undertaking  to  refund  monies  sent  by  readers  in  response  to  mail  order  advertisements  (except  for  classified  advertisements)  placed  by  mail 
order  traders  who  fail  to  supply  goods  or  refund  the  monies  owning  to  liquidation  or  bankruptcy.  This  arrangement  does  not  apply  to  any  failure 
to  supply  goods  advertised  in  a  catalogue  or  in  a  direct  mail  solicitation.  Publishers  in  membership  of  the  Periodical  Publishers  Association  are 
making  these  refunds  voluntarily  and  readers'  claims  can  only  be  entertained  in  cases  where  the  mail  order  advertiser  is  the  subject  of  liquidation  or 
bankruptcy,  where  proof  of  payment  can  be  established  and  if  lodged  within  three  months  of  the  date  on  which  the  advertisement  appeared.  Any 
claims  received  after  the  three  month  period  will  be  considered  at  the  discretion  of  the  publisher. 

For  the  purpose  of  this  scheme,  mail  order  advertising  is  defined  as:-  'Direct  response  advertisement,  display  or  postal  bargains  where  cash  had  to  be 
sent  in  advance  of  goods  being  delivered'.  Classified  and  catalogue  mail  order  advertising  are  excluded. 


Printed  in  Great  Britain  by  Stevens  Press  Ltd.,  Long  Eaton  (a  member  of  the  Oxley  Printing  Croup  Ltd.).  Agents  in  Canada,  The  Wtn.  Dawson  Subscription  Service,  Ltd.  Sole 
agents  for  Australia  and  New  Zealand,  Cordon  &  Gotch  (Australasia)  Ltd.;  agents  for  South  Africa,  Central  News  Agency  Ltd.  (London  Agents,  Cordon  &  Cotch  Ltd.),  Higgin- 
botham  &  Co.  in  Bombay  and  Calcutta. 

Conditions  of  Sale  and  Supply— This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  of  by  way  of  Trade  except  at  the  full  retail  price  of  £1.25:  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otherwise  disposed  of  in  a  mutilated 
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HYDRANGEA 

TURTLEBACK 


Corinthian  Studio 


521  SUTTER  STREET 
SAN  FRANCISCO,  CALIFORNIA  94102 
(415)  362-0717 

20506  SARATOGA  -  LOS  GATOS  ROAD 
SARATOGA,  CALIFORNIA  95070 
(408)  867-4630 


An  important  Chinese  Mirror  Painting  of  exquisite 
quality,  the  foreground  depicting  a  small  group  of  figures 
before  a  lake  in  a  wooded  landscape.  The  very  fine  English 
carved  giltwood  frame  is  contemporary  with  the  painting. 
Chien  Lung,  circa  1760.  Frame  45"  x  36i' 


an  enquiries 

made  to:- 
<efeller  Plaza,  New  York 
\rea  Code  212)  489-6600 


49  BROOK  STREET,  LONDON,  W.i. 

Tel:  01-629  5460  Cables:  Redtique,  London,  W.l. 


Adjacent  to  the  Ballroom  entrance 
of  Claridge's  Hotel 

Also  open  Saturdays  by  appointment 
10  a.m.-4.30  p.m. 


Signed 
Thomas  Hudson 


1701-1779 


Oil  on  Canvas 
56  x  45  inches 
Gold  Leaf  Frame 


Provenance  ;  Right  Hon.  Sir  Thomas  Parker,  P.C.  of  Park  Hall,  Staffordshire,  Lord 
Chief  Baron  of  the  Exchequer  from  1  743  to  1  772  in  the  Reigns  of  George  II  and 
III,  died  29th  Dec,  1784,  in  his  89th  year.  He  was  grandson  of  Buffcoat.  This 
portrait  was  at  Park  Hall  until  the  death  of  Sir  Thomas'  grandson,  Thomas  Hawe 
Parker  in  1 856,  when  it  became  the  property  of  Sir  Thomas'  great  grand-daughter 


Price  $35,000.00 


Louise's  Les  Champs  Gallery 
6oo  New  Hampshire  Avenue,  N.W. 
Washington,  D.C.  20037 
Telephone:  (202)  333  3220 


Bob  Waldron,  Interiors  &  Antiq 
2637  Connecticut  Avenue,  N.W. 
Washington,  D.C.  20008 
Telephone:  (202)  232-2222 


JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  Cables:  JEREMIQUE,  LONDON,  S.W.3 


01-352  3127 


OPEN  ALL  DAY  SATURDAY 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


English:  Second  quarter  of  the  18th  century: 
A  very  fine  quality  early  Chippendale  period 
secretaire  china  cabinet  of  unusual  design  exe- 
cuted in  faded  mahogany: 

Max  Height:  7'  6" 
„   Width:    3' 10" 
„    Depth:  1'4" 

Date:  C.  1750. 

We  specialise  in  Antiques  of  the  highest  quality.  Every  article  in 
our  inventory  is  photographed.  Should  you  have  any  special 
requirements  do  not  hesitate  to  let  us  know  and  we  will  forward 
photographs  and  complete  descriptions  by  return.  This  service  is 
for  assistance.  Please  use  it.  Our  collection  tastefully  displayed 
in  nine  showrooms  is  never  more  than  1 5  minutes  from  any  lead- 
ing London  hotel.  Honour  us  with  a  visit. 
Our  aim  is  your  satisfaction. 


Kennedy  Qalleries  ^Artjfistory  'Brief 


One  of  America's  greatest  painters,  John 
Singleton  Copley  (1738-1815),  was  born  in 
Boston  the  son  of  a  tobacconist  of  modest 
means.  After  his  father's  death,  Copley's 
mother  married  the  engraver  Peter  Pelham 
who  introduced  him  to  the  world  of  art  and 
young  Copley  began  his  career  at  the  age  of 
fifteen. 

Samuel  Phillips  Savage  (1718-1797)  was  a 
judge  and  prominent  merchant  who  com- 
menced his  governmental  service  in  I  743  with 
his  service  as  constable  of  Boston.  It  was  he 
who  moderated  the  meeting  in  Old  South 
Church  which  resolved  the  fate  of  the  tea  in 
Boston  Harbor. 


EXHIBITIONS: 

Museum  of  Fine  Arts,  Boston,  1877. 
Colonial  Portraits, 
Metropolitan  Museum  of 

Art,  New  York,  November  6  —  December  31,  1911. 
CATALOGUED: 

CATALOGUE  OF  AN  EXHIBITION  OF 
COLONIAL  PORTRAITS, 

Metropolitan  Museum  of  Art,  New  York,  1911,  page  52. 
Frick  Art  Reference  Library,  COPLEY  #121-6 

JOHN  SINGLETON  COPLEY,  AMERICAN  PORTR  UTS 
by  Barbara  Neville  Parker  and  Anne 
Boiling  Wheeler,  Museum  of  Fine  Arts, 
Boston,  1938.  Page  177. 

PRELIMINARY  CATALOGUE  OF  EARLY  AMERICAS 
PORTRAITS  FOUND  IN  NEW  YORK,  Historical  Records 
Survey,  Works  Progress  Administration, 
Boston,  1942.  Volume  II,  page  408. 

JOHN  SINGLETON  COPLEY  IN  AMERICA, 
173X-1774  by  lules  David  Prown, 
National  Gallery  of  Art,  Washington  and  Harvard 
University  Press,  Cambridge,  1966.  Page  228. 

REFERENCES: 

A  SKETCH  OF  THE  LIFE  AND  A  LIST  OF  SOME 
OF  THE  WORKS  OF  JOHN  SINGLETON  COPLEY 
by  Augustus  Thorndike  Perkins,  Privately  Printed, 
1873.  Pages  100-101,  131  ; 
Supplement  page  14. 

"Old  Boston  Families,  Number  Three,  The  Savage 
Family"  bv  Lawrence  Park,  Esq., 
THE  NEW  ENGLAND  HISTORICAL  AND 
GENEALOGICAL  REGISTER,  Boston,  Vol.  LXVII, 
October  1913.  Page  314. 


Oil  on  canvas,  49J^  x  39  inches 
signed  and  dated  center  right :  "J .  S.  Copley  Pinx  1 764.' 


MAJOR  THOMAS  SAVAGE  OF  BOSTON  AND  HIS 
DESCENDANTS  by  Law  rence  Park,  David  Clapp  and  Son, 
Boston,  1914.  Page  25.  Illustrated  page  24. 

THE  LIFE  AND  WORKS  OF  JOHN  SINGLETON  COPLEY 
by  Frank  W.  Bavlev,  The  Taylor  Press,  Boston, 
1915.  Pages  218-219. 

JOHN  SINGLETON  COPLEY,  AMERICAN  PORTRAITS 
by  Barbara  Neville  Parker  and  Anne  Boiling 
Wheeler,  Museum  of  Fine  Arts,  Boston,  1938. 
Pages  176-177.  Illustrated  Plate  46. 

AMERICAN  PORTRAITS  1620-1825  FOUND  IN 
MASSACHUSETTS,  Historical  Records  Survey, 
Works  Progress  Administration,  Boston,  1939. 
Volume  II,  page  360,  under  Number  1914. 

JOHN  SINGLETON  COPLEY  IN  AMERICA  1738-1774 
by  Jules  David  Prown,  National  Gallery  of  Art, 
Washington  and  Harvard  University  Press, 
Cambridge,  1966,  Pages  40-41,  113,  118,  122,  124, 
126,  127,  186-187.  Illustrated  Plate  141. 


Kennedy  Galleries 


^> — J  Founded  m/ 1 874*^  by  H.  ll'ioiderlich 

40  WEST  FIFTY-SEVENTH  STREET,  NEW  YORK  10019,  (212)  541-9600,  TELEX  14-8381 
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The  Antique  Porcelain  Company 

The  Antique  Company  of  New  York,  Inc. 


rub 


>ated  1 726.  Set  with  diamonds, 
>y  the  Portuguese  Royal  Family 
I  fcgrcia  de  S.  Lourenco  in  Azeitao,  for 
nhora  de  Cabo.     Height  21  cms. 


Antique  Pi 
[49  New  Bond  St., 
01-629  t2 


48  Hast 
Tel:  21. 


The  Antique  Porcelain  Co.  AG 
Central  2,  Postfach  8021  Zurich 
Tel:  (01)  34  13  44 


Photograph  by  Ann  Shelbourne 

.  11  1      1  » r  1  Shown  five  sixths  actual  size 

For  those  who  appreciate  the  rare  as  well  as  the  beautiful .... 


I  BURLINGTON  GARDENS  •  LONDON  WIX  2HP    01-493  8904 


SZ/'tee/.   $?at//e>y  'fflitt/ney,. 


A  pair  of  Italian  Torchiers, 
bases  and  frieze  in  light  coloured 
mahogany.  The  supports  decorated 
in  green  with  gilt  highlights. 
Tops  of  sienna  marble. 
First  quarter  1  9th  century. 
Height  48',  Diameter  22f . 
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RICHARD  GREEN 


Jan  van  Kessel  1626-1679 
Studies  of  Butterflies, 
Moths  and  Insects 
A  Pair 

Signed  and  dated  1653 
Panel  4}  x  5 1  in/ 1 1.5  .\  14cm 

Exhibiting  at  the  International  Art  Dealers'  Fair 

Stand  C1 
PICTURA 

Eurohal  —  Maastricht  —  Holland 


29  November  -  7  December  1 975 


Wakefield-Scearce 

Galleries  presents 


Porcelain  Enchantments  . 


13  CENTURIES  OF  BRITISH  RINGS 

A  Selection  from  our  Collection 
of  Early  Jewellery 

(all  shown  2X  size) 


16th  Century  Gold  "Cogita 
Mori"  Mourning  Ring 
with  White  Enamel  Skull. 


Late  15th  Century 
Silver  Merchant's 
Signet  Ring. 


An  exceptionally 
fine  Romano-Celtic 
Gold  Ring  with 
glass  inlays. 
4th-5th  Century  A.D. 


A  Romano-British 
Silver  Signet  Ring 
set  with  a  Cornelian 
Intaglio  showing 
a  Blazing  Altar 
3rd  Century  A.D. 


at 


arro £  ate 

42,  Duke  Street 
St.  James's 
London  SW1Y  6DJ 
01-930  3353 

We  are  in  the  process  of  preparing  a  Catalogue  of  a  Selection  of 
the  Classical  and  other  Ancient  Jewellery  in  our  stock  which  will 
give,  in  most  cases,  full  technological  details  and  metal  analysis. 

EARLY  JEWELLERY  PURCHASED, 
RESEARCH  UNDERTAKEN. 


GREAT  HORNED  OWL 

Called  "KooKooskoos"  by  the  Indians,  the  Great  Horned  Owl, 

captured  in  porcelain  by  CYBIS,  is  known  as 

the  'Tiger  of  the  Air".   19x14  inches. 

Limited  Edition.  200    SO  color.  ISO  white. 

Inquiries  invited  on  our  selection  of  current  and  completed 

issues  of  CYBIS  PORCELAINS 


We  cordially  invite  you  to  meet 
the  Directors  and  Artists  of  the  Cybis  Porcelain  Studios 
and  view  the  Fall  1975  Cybis  Porcelains 
in  our  Galleries 
Wednesday,  November  12th  through  Friday,  November  14th 

Wakefield-Scearce  Galleries 

DIRECT  IMPORTERS 

Historic  Science  Hill,  Washington  Street,  Shelbyville,  Kentucky  40065 
on  BOTH  main  roads  (VS.  60  A  1-64)  between  Louisville  and  Lexington 
Open  every  day  9  a.m.  -  5  p.m.  Closed  Sundays.    (S02)  ME  3-4382 
Write  for  our  new  illustrated  catalogue,  $2. 
Member  of  The  Art  A  Antique  Dealers  League  of  America 
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Important  XIX  &  XX  Century 
Paintings  and  Sculpture 

2oth  November  -  2oth  December,  197^ 


"VUE  DE  PONTOISE"  1873.  BY  CAMILLE  PISSARRO  OIL  ON  CANVAS  2o|  x  3i|  inches 


Including  Works  lu 

DERAIN  FEININGER  GRIS  LEGER 

MARQUET        MODIGLIANI  MONET  PISSARRO 

SIGNAC  DESTAEL  TANGUY  TOULOUSE-LAUTREC 


L  E  FE VRE 

SPECIALISTS  IN  UNI   XIX  &  XX  CENTURY 
PAINTINGS,  DRAWINGS  AND  BRONZES, 
ALEX  REID  &  I EFEVRE  LTD. 
?o  BRUTON  STREET,  LONDON  WiX  8JD,  ENGLAND. 
TELEPHONE  cM-493  1572/3.  C  ABLES  DRAWINGS  LONDON  Wi. 


BOUDIN 
MANZU 
RENOIR 


Oriental  Gold 

"Yasuko" 
exquisitely  painted  by  the 
internationally  famous  artist 

First  in  a  series  of  collectors'  10"  plates 
in  23  carat  gold, 
magnificently  crafted  by  Rosenthal  in  fine  china. 
$275.* 

Edition  limited  to  2000,  sequentially  numbered. 

At  the  same  fine  art  galleries  that  feature 
Edna  Hibel  original,  limited  edition  lithographs. 


elusive  distribution:  l.A.R.  Publishers,  Box  10607.  Riviera  Beach.  Florida  33404 


*P/««  <:tatp  tar  when 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD  ,  40  NEW  LiONI)  STREET.  LONDON  WlY  OBS.  TELEPHONE-  01-499  74"  (5  lines) 
TELEX:  25692  CABLES:  MALLETSON  LONDON  WlY  OBS 
and  at  BOURDON  HOUSE.  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  Mallctt  &  Son  (America)  Ltd.,  P.O.  Box  396,  New  York  10028, 
Telephone:  S76  9033,  Telex:  62580 


An  extremely  tine  and  rare  large  carved  giltwood  Chippendale  mirror  with  two  plates  surrounded 
by  magnificent  carving  of  elaborate  design  of  leaves  and  scrolls,  with  on  either  side,  two  birds  on 
branches.  Circa  1760  Height:  8"  Width:  3' 7" 


SPECIAL  EXHIBITION  OF  WORKS  OF  ART  FROM  CHINA,  17th  to  26th  NOVEMBER,  1975 


How  do  you  put  a  price 
on  a  miracle? 


Nature  didn't  make  many  large  diamonds,  and  the  chances 
of  finding  one  are  small.  So  finding  a  diamond  such  as  this  was  some- 
thing of  a  miracle  in  itself. 

To  bring  the  full  magnificence  of  this  rare  find  to  light,  human 
skills  were  needed  to  enhance  nature's  miracle -to  see  the  brilliance 
that  lay  within  the  dull  uncut  stone,  and  with  consummate  craftsman- 
ship, to  create  a  masterpiece  of  enduring  beauty  and  value. 

Every  diamond  is  unique,  and  its  value  depends  on  the  rarity 
of  its  colour,  clarity  and  cut,  as  well  as  its  size. 

You  can  see  some  outstanding  examples  of  diamond  jewellery 
design  at  the  Diamonds  International  Awards  exhibition  atMappin 
&  Webb,  New  Bond  Street,  London  Wl  November  4th -15th. 

Diamonds  ^  are  forever 

De  Beers  Consolidated  Mines  Ltd. 


'Price  quoted  by  Mappin  &  Webb  Ltd. 


T.  CROWTHER  &  SON  LTD 

Telephone :     282  NORTH  END  ROAD     Cable  Address: 
01-385  1375/7     FULHAM,  LONDON  SW6     Antiquity  London 


A  Superb  early  18th  Century  Carved  Statuary  Marble 

Chimneypiece. 

Length  of  Shelf:  5'  9f        Total  Height:  4'  8i" 
Opening  Width:  3'  6|       Opening  Height:  3'  6J" 


S 's  in  Antiques  and  Works  of  Art.  Specialists  in  Period  Oak  and  Pine  Panelling, 
I  and  Marble  Mantelpieces,  18th  Century  Furniture  and  Fine  Garden  Ornament 


THE  GREEK  MONTH  IN  LONDON 

THEOPHILOS  KONTOGLOU 
GHIKA  TSAROUCHIS 
FOUR  PAINTERS  OF  20th  CENTURY  GREECE 


KONTOGLOU  The  Refugees  146  x  166  cm. 

Admission  Free 
Catalogues  sold  in  aid  of  The  National  Trust  for  Greece 

Weekdays  10  -  5.30  Saturdays  10-12.30 

Until  5th  December 

WILDENSTEIN 

147  NEW  BOND  STREET,  LONDON  Wl 


is 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 

20  RUTLAND  GATE 
LONDON  SW7  iBD 


01  589  4128, 2102 


For  the  past  with  a  future  trust 
the  B.A.D.A. 


Buy  with  confidence 
from  members  of  The  British  Antique  Dealers  Association. 
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With  the  present  high  rate  of  inflation,  many  people  find  it  impossible 
to  decide  how  best  to  preserve  their  savings  and  provide  some  security  for 
the  future.  Because  of  this,  Richard  Ogden  has  inaugurated  a  special 
JEWELLERY  CONSULTANCY  SERVICE  on  the  first  floor  at  28 
Burlington  Arcade. 

Fine  Jewellery  has  proved  to  be  a  definite  hedge  against  inflation.  It  is  of 
entirely  international  value  and  has  the  edge  on  shares  or  property.  Added 
to  this  is  the  pleasure  of  owning  beautiful  possessions  which  can  be  handed 
on  as  family  heirlooms. 

The  problem,  however,  for  the  public  is  how  to  buy  or  sell  with 
confidence  knowing  that  the  price  is  right.  Richard  Ogden  now  offers  you 
his  lifetime's  experience  in  the  international  Jewellery  Trade  in  the 
following  ways: 

1.  To  supply,  obtain  or  recommend  fine  jewellery  at  the  best  possible 
prices  for  a  fee  based  on  the  actual  cost  price; 

2.  To  advise  you  if  you  wish  to  purchase  jewellery  from  Auction  Sales; 

3.  To  purchase  your  jewellery  and  old  silver  for  cash  at  absolutely  fair 
prices ; 

4.  To  display  your  jewellery  at  retail  prices  in  the  windows  of  28  Burlington 
Arcade  for  a  fee  payable  only  when  it  is  sold.  This  lovely  venue  attracts 
visitors  from  all  over  the  world  the  whole  year  round. 

Please  telephone  01-493  9136/7  or  6239  for  an  appointment.  Enquiries 
are  treated  in  the  strictest  confidence. 


RICHARD  OGDEN 

International  Jewellery  Consultant 

28  &  29  Burlington  Arcade 
Piccadilly  London  Wl 


THE  BRITISH  ANTIQUE  DEALERS 
ASSOCIATION 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars — tomorrow  may  be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

49/51  High  Street,  Maidenhead  Telephone:  Maidenhead  26306 

Branches  at  York  and  Edinburgh 

Head  Office:  16  Finsbury  Circus,  London  EC2M  7DD. 
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(1844-1916) 


Portrait  of  Mrs.  Helen  Peterson  Dodge  (Second  Version) 

Oil  on  canvas,  24"  x  20" 

Signed  and  dated:  EAK1NS  1904 

Painted  as  a  wedding  present  from  the  artist  to 

the  sitter,  in  whose  family  it  has  descended. 

Eakins'  portrait  of  her  husband,  Kern  Dodge 

is  in  the  collection  of  the  Philadelphia  Museum  of  Art. 


Berry-Hill  Galleries 

74:5  Fifth  Avenue,  New  York.  N.Y.  10022  •  (u212)  753-8130 
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T.  G.  BAYNE  LTD. 

THE  OAK  AND  WALNUT  SHOP 


A  Rare  and  Fine  Quality  Charles  II  Period  Oak  Gateleg 
Table  with  a  beautifully  figured  faded  top,  and  with 
an  undercarriage  with  barley  sugar  twist  legs  and  stretchers, 
a  magnificent  piece  with  a  lot  of  character.  Circa.  1660 
Height.  2  '5J'         Length  5  Hi*         Depth  4  '6" 

98  CRAWFORD  STREET 
Tel:  01-723  6466— LONDON,  Will  IAN — Cables:  OAKWAL,  LONDON  Wl 


L.  IVL  CORNWALL 


A  Fine  Quality  Mahogany  Sofa  Table  with  a  nicely  figured  top  crossbanded  with  rosewood,  with  two  drawers  on  one  side, 
and  two  dummy  drawers  on  the  other,  of  medium  colour  and  with  an  excellent  patina.  Circa.  1790. 


101  Crawford  Street,  London,  W1H  IAN 

Cables:  MAROSAT  London  Wl.  Tel:  01-262  2509 
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DSCAR  AND  PETER  JOHNSON  LIMITED  0 


n  Wooded  Landscape  by  John  Moore 
c  ted  1881  Pane!  9J  x  7  inches 


Suffolk  Scene  by  Edward  Robert 
Canvas  14  x 12  inches 


1  ephone:  01-235  6464/5 


EXHIBITION 
EAST  ANGLIAN  ART 

Wednesday,  November  12th  -  Friday,  November  28th 
Daily  10  a.m.  -  5  p.m.    Saturday  10  a.m.  -  12  noon 


Y 


l  : 


Pencil  Drawing  Old  Buildings  in  Norwich  by  John  Sell  Cotman 
Sight  64  x  9j  inches 


Watercolour  A  Farmyard  Scene  by  Frederick  George  Cotman 
Signed  and  dated  1887  Sight  25}  x  395  inches 


1  :1- 
h  f 


tiff 


to 


Drawing  Caister  Castle  by  James  Stark  Sight  9£  x  121  inches 


A  pair  of  oil  paintings  Summer  Winter  by  Christopher  Mark 
Maskell  Board  10  x  15  inches 


Oil  Painting  On  the  Bureside  by  Alfred  Stannard  Canvas  19x25 
inches 

Also  including  pictures  by:-  W.  F.  Austin, 
Robert  Burrows,  W.  P.  B.  Freeman,  James  Stark, 
John  Sycr  and  others 

Leading  specialists  in  the  English  18th  and  19th 
Century  Schools 
Pleased  to  advise  on  Buying,  Selling  and  Valuations 

THE  PICTURES  ARE  FOR  SALE 

LOWNDES  LODGE  GALLERY 
27  LOWNDES  STREET 
LONDON  SWiX  9HY 

Cables:  ARTCOS,  LONDON,  S.W.i 
(opposite  The  Carlton  Tower  Hotel) 
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THE  FINE  ART  SOCIETY 

148  New  Bond  Street,  London  W1Y0JT 
01-629  5116  Cables  FINART  London  Wl 


JEWELLERY 
and 

JEWELLERY  DESIGN 
1850-1930 
and 

JOHN  PAUL  COOPER 
1869-1933 
(Illustrated  catalogue) 
also 

Venice  in  all  Seasons 
Recent  works  by 
ROLF  GERARD 

1  lth-28th  November  1975 


THE  FINE  ART  SOCIETY 
148  NEW  BOND  STREET 
LONDON  Wl 
01-629  5116 


ALAN  JACOBS  GALLERY 

Member  of  the  Society  of  London  Art  Dealers 
Member  of  the  British  Antique  Dealers'  Association. 

Winter  Exhibition  of  Fine  XVII th  Century 
Dutch  and  Flemish  Old  Masters 


Thomas  van  Apshoven 
Gerrit  Berckheyde 
Job  Berckheyde 
Christoffel  van  den  Berghe 
Maerten  Boelema  de  Stomme 
Jan  de  Bray 
Aelbert  Cuyp 


Allartvan  Everdingen 
Jan  Griffier 
Jan  van  Kessel 
Cornells  Kruys 
Jan  Lagoor 
Sir  Peter  Lely 
Pieter  de  Molijn 
Jean-Baptiste  Monnoyer 


Aert  van  der  Neer 
Jakob  Rootius 
Rachel  Ruysch 
Adraien  van  Stalbemt 

Christian  Striep 
Cornelis  van  de  Velde 
Willem  van  de  Velde  the  Younger 


Catalogue  The  Seen  and  the  Unseen'  52  pages  illustrated  £1.00  ($5.00  airmail) 

Also  Exhibiting  29th  November~7th  December  1975  at  Pictura, 
The  International  Art  Dealers'  Fair,  Eurohal,  Maastricht,  Holland 


15  Motcomb  Street,  Belgrave  Square,  London  SW1  Telephone:  01-235  5944 

Daily  10  a.m.  -  5  p.m.  Saturdays  10  a.m.  -  1  p.m.  or  by  appointment. 
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'DCARVED 
TAN  EOSITE  PELICA1 
ON  BARITE  BASE 

$850 


om  our  collection  of 
handcarved  semi-precious  stone 
animals,  birds  and  fish. 


Inquiries  invited. 


Height  of  pelican  on  base.  5'.->  inches 


r/a 

"TRITT 

424  Park  Avenue 
(between  55th  and  56th  Streets) 
New  York,  N.Y.  10022 
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HEIM 


Loan  Exhibition  of 

GERMAN  BAROQUE  DRAWINGS 

from  the  collections  of  the  Kunstmuseuni, 
Diisseldorf,  and  other  Museums  of  the 
Federal  Republic  of  Germany. 


Until  19th  November,  1975. 

Monday  to  Friday:  10.0  a.m.  -  5.30  p.m. 
Entrance:  30p.    Students:  5p. 


Tel:  01-493  0688  59,  Jermyn  Street,  St.  James's,  Cables:  Heimgal 

London,  SW1Y  6LX  London 
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EXHIBITION  OF  CARRIAGE  CLOCKS 

Asprey  &  Company  invite  you  to  an  exhibition  of  rare 

carriage  clocks,  to  be  held  in  their  Bond  Street  Showrooms, 

from  Wednesday,  November  26th  to  Wednesday,  December  17th,  1975. 

Weekdays  9  a.m.  to  5.30  p.m. 
Saturday  9  a.m.  to  1  p.m. 


ASPREY  &  COMPANY  LIMITED.  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street.  London  W.1 
Telegrams :  Culleus  London  Telex:  25110 


THE  YEAR'S  MOST  IMPORTANT  AND  ORIGINAL 
STUDY  OF  ORIENTAL  ART 

SrfflGB 

TI  IE  ART  OF  LOVE  IX  JAPAN 

Tom  and  Mary  Anne  Evans 


81"  x  11"  (213  x279  mm)  • 
Hard  cover  and  slip  case  • 
16  pp  x  4  colour  • 
Over  175  illustrations  •  304  pp 


£12.95 


PADDINGTON 
PRESS  LTD 


231  THE  VALE 
LONDON  W3  7QS 
TELEPHONE.  01-724  0787 
TELEX:  27604  JEM  LONDON. 


Shunga  is  the  most  authoritative 
full-length  study  in  English  of  the 
erotic  art  of  Japan  from  the 
seventeenth  to  the  nineteenth 
century.  It  contains  a  full  visual 
record  of  this  hitherto  suppressed 
genre  which  inspired  some  of  the 
most  famous  Japanese  artists, 
including  Moronobu,  Harunobu, 
Utamaro  and  Hokusai.  Shunga  is 
beautifully  presented  in  a  guality 
slip  case  in  the  form  of  a  Japanese 
'pillow  book',  with  16  pages  of 
colour  and  175  black  and  white 
illustrations.  The  plates  are  a  unique 
selection,  the  result  of  five  years' 
research  in  private  collections, 
museums  and  galleries  throughout 
the  world.  They  provide  an 
indispensable  work  of  reference 
for  historians  and  antiquarians.  The 
text  combines  full  art-historical 
discussion  with  a  popular 
introduction  to  the  study  of  the 
Japanese  society  which  made 
possible  the  flowering  of  a  sexual 
sub-culture.  Shunga  is  a  major 
study  of  a  corpus  of  erotic  art  that  in 
quality  and  consistency  has  no 
parallel  either  in  East  or  West. 


Our  fall  catalogue,  published  In  celebra- 
tion of  the  Gallery's  20th  Anniversary, 
lists  FIFTY  PAINTINGS,  DRAWINGS 
AND  PRINTS  OF  THE  HIGHEST  QUAL- 
ITY FROM  THE  15TH  TO  THE  20TH 
CENTURY.  The  works  in  this  attractively 
designed,  well-documented  and  fully  il- 
lustrated catalogue  span  a  period  of 
more  than  500  years  and  include  some 
of  the  most  important  creations  of 
world-renowned  artists. 

The  feature  offering,  reproduced  in  color 
on  the  cover,  is  a  rare  tempera  painting 
on  arched  panel,  Madonna  and  Child 
with  Twenty-Eight  Saints  and  Angels, 
by  the  Master  of  the  Straus  Madonna,  a 
Florentine  painter,  active  ca.  1400. 

Included  also  are  paintings  or  drawings 
by  Pieter  Verelst,  Charles  Leickert, 
Heinnch  Kley,  Jean-Emile  Laboureur, 
Ludolf  Backhuyzen,  Maxime  Maufra, 
Kaethe  Kollwitz  and  Reginald  Marsh. 

Among  the  master  prints  are  works  by 
Cranach,  Duerer,  Rembrandt,  Piranesi, 
Earlom,  Daumier,  Menzel,  Meryon, 
Haden,  Van  Gogh,  Marin,  Heckel, 
Kokoschka  and  Kollwitz. 

Catalogue  price:  $3.00  postpaid 

GROPPER  ART 
GALLERY,  INC. 

58  DAY  STREET,  P.O.  BOX  326 
W.  SOMERVILLE,  MASS  02144 
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This  extremely  handsome  silver  Soup  Tureen  was 
made  by  William  Burwash  and  Richard  Sibley  in  1808, 
during  the  reign  of  George  III,  and  is  16*  inches  long 

including  handles.  It  weighs  1 76  ounces  and  is  engraved  with  the  armorials 
of  the  Earl  of  Aberdeen.  Price  £3,750. 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Telephone:  01-734  3727 


John  Martin 

1789-1854 


LOAN  EXHIBITION 

Catalogue  sold  in  aid  of 

The  National  Art-Collections  Fund 

30  October -21  November  1975 

Monday  to  Friday  10.0-5.30 


HAZLITT,  GOODEN  &  FOX 

38  Bury  Street,  St.  James's,  London  swiy  6bb 
Telephone  01-930  6422 


BIGGS 


of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


Fine  early  Regency  mahogany 
rectangular  breakfast  table  with 
tip-up  top  on  four  splay  pedestal, 
the  reeded  legs  terminating  in  lion's  paw  feet. 
Height  28'  (71  cm),  width  60"  (153  cm), 
depth  52*  (132  cm). 


Open  Tuesday  to  Saturday.  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


A  large  oval  Italian  silver  plaque  in  a  gilt  bronze  and 
silver  frame  ROME  c  1770  32  cm.  x  40  cm.  (12J  x  16  ins.) 


I 


3 


16c  Grafton  Street,  London,  W.i 

Telephone:  01-493  1597 
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^1  selection  of 
jewellery  by  Giuliano. 


XX? 


Valuations  for  Probate,  Insurance  and  Division 

T elephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l" 


ewmato 

1 870-1 975 


ART  IN  EUROPE 
1830  -  i960 
This  picture  and  those  on  the  following  page  are 
included  in  our  Exhibition  which  opens  on 
5th  November  until  18th  November 
Monday  to  Friday  10  a.m.  -  5.30  p.m.  Saturday  by  Appointment 
A  fully  illustrated  catalogue  is  available  on  request. 


Murthly  Moss,  Perthshire 

Canvas:  $\\  x  74  ins.  (130  x  188  cms.) 

Collections:  Sir  Cuthbcrt  Quiltcr,  1909 
Sir  Kenneth  Clark,  1954 
Dr.  Harry  Stalker 


Signed  with  monogram  and  dated  18S7 


SIR  JOHN  EVERETT  MILLAIS,  BART.,  P.R.A. 

Framed:  57  x  80  ins.  (145  x  203  cms.) 
Exhibited:  Royal  Academy,  1888,  No.  292 
Royal  Academy,  'Millais  Exhibition'. 

1898,  No.  127 


INTERNATIONAL  ART  DEALERS'  FAIR 
Visit  our  stand  at  the 
EUROHAL  MAASTRICHT  HOLLAND 
29  November  -  7  December 


M.  NEWMAN  LTD.  43a  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 


Members  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


M.  Mc  w ma tv 

\k  [870-1975 


iding  the  Needle 

JPHILE  EMMANUEL  DUVERGER  (Signed) 
:  i5Jx  I2|  ins.  (40  x  32  cms.) 
:d:  2ii  x  1 84  ins.  (55  x  47  cms.) 


North  African  Musicians 
JEAN  DISCART  (Signed) 
Panel:  19]  x  i2|  ins.  (49  x  32  cms.) 
Framed :  24^  x  1 8  ins.  (62  x  46  cms.) 
Collection:  F.  W.  A.  Paterson 


naking 

)NIO  M.  FABRES  Y  COSTA 
and  inscribed,  Paris 
1  if  x  17A  ins.  (30  x  44  cms.) 
1:  I7i  x  22I  ins.  (44  x  58  cms.) 

M.  NEWMAN  LTD.  43a  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 

Members  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


SHERLE  WAGNER  mm 
LEAVES  NO  STONE  M 
UNTURNED  ./H 
Malachite,  lapis  lazuli, 
amethyst,  tiger  eye,onyx, 
rock  crystal,  rose  quartz.  - 
jtiKW  carefully  chosen  for 
*  perfection  of  color  and 

flawless  surface.  Then 
"  '•appropriately  set  in  24 
karat  gold  plate  for  this 
exclusive  collection  of 
jeweled  hardware  and 
bathroom  fixtures. Not 
surprising  so  many  of 
America's  distinguished 
homes  are  now  wear- 
ing jewelry.  Make  sure 
your  grandchildren 
like  your  choice.They'll 
be  using  it,  you  know. 


SHERLE  WAGNER 

60  East  57th  Street.  N.Y..  N  Y.  10022  Plaza  8-3300 
For  Illustrated  Catalogue  Send  $1  to  Dept.  C 


J.  KUGEL 


3  FURNITURE 
NZES  AND 
[OSITIES 


279,  RUE  SAINT-HONORE, 

75008  PARIS 

TEL:  260.86.23  &  260.19.45 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BOXES 


A  very  fine  pair  of  white  and  black  marble  plaques  in  their  original  gilt-metal  frames, 
Rome  circa  1720.  Height:  47  cm.  Width:  33  cm. 
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Auctioneers  in  Paris 

PALAIS  GALLIERA  -  Wednesday  26th  November  at  2.30  p.m. 

The  Property  of  Mr.  Anterior  Patino,  Mr.  Espirito  Santo,  The  Duke  de  Cadaval,  The  late  Mrs  Louis  Guirauc 
and  other  owners. 

FINE  OLD  MASTER  PAINTINGS 

Bassano  -  Belloto  -  Chantereau  -  Desportes 
Van  Dyck  -  M.  Gerard  -  F.  Guardi  -  Van  Loo 

Oudry  -  Palmezzano  -  G.  B.  Tiepolo 
Lucas  Cranach  -  Canaletto  -  Important  Triptych 
attributed  to  Taddeo  di  Bartolo. 

SILVER  by  Henri  AUGUSTE 

CHINESE  PORCELAIN 

HIGHLY  IMPORTANT  18th  century 
FURNITURE  AND  WORKS  OF  ART 

by  the  most  famous  cabmet-makers 
Dubut  -  Leleu  -  Oeben  -  Riesener 
Roentgen  -  Topino  -  Weiswciler  etc. 

Experts:  Messrs  Dillee,  Antonini,  Fromanger, 
Dechaut,  Portier,  Bcurdeley 

On  view:  Tuesday  25th  November  from 

Anton  Van  Dyck,  "Christ  on  the  Cross".  II  a.m.  to  6  p.m.  and  from  9  p.m.  to  II  p.m. 

Height:  135  cm.  Width:  93  cm. 
From  the  Chaix  d'Est-Ange  collection. 


_  ^  1 

1    ®  J  ~ 


A  Louis  XVI  mahogany  cohTeuse  by 
J.  H.  Riesener.    Width :  87  cm. 
Height:  76  cm.    Depth:  51  cm. 
Provenance:  Espirito  Santo  collection. 


A  superb  suite  of  Louis  XV  scat  -  furniture  b 
N.  Hcurtant,  comprised  of  a  canape  with  tw 
'confidents'  and  six  armchairs. 
Provenance:  Monseigneur  de  Saint  Aulairc 
Antenor  Patino  collections. 


Mes.  ADER  PICARD  TAJAN  -  12,  RUE  FAVART  75002  PARIS  2  -  Tel.:  742.68.23  -  Cable:  ADERPICAR-PARI 
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Auctioneers  in  Paris 


IN  MONTE  CARLO      HOTEL  LOEWS 

Tuesday  2nd  and  Wednesday  3rd  December 

COLLECTIONS  OF  RARE  COINS 
Ancient,  French  and  Foreign  Coins 


EGYPT:  Ptolemee  IV  -  Philopator  (203-221  A.D.)  Gold  octodrachm.  2  ROME:  Brutus  (42  B.C.)  Aureus.  3  ROME:  Didia  Clara  (193  A.D.)  Aureus 
FRANCE:  Louis  XII  (1498-1515)  Piefort  du  quadruple  ecu  d'or  au  pore  epic  -  Paris.  5  FRANCE:  Louis  XVI  (1786)  Ecu  de  Calonne  en  or  de  J.P. 
»roz-Paris  -  from  King  Farouk's  collection.  6  FRANCE:  Bonaparte  premier  consul  (An  IX)  5  francs  en  argent  -  Essai  de  H.  Auguste.  7  HUNGARY: 
eorge  Rakoczi  II  (1652)  10  gold  ducats.  8  GREAT  BRITAIN:  George  V  (1911)  5  pounds.  9  U.S.A.:  50  dollars  -  gold  (1855.  Wass  Molitor  and  Co.). 


PAR  LE  MINISTERE  DE  Me  J.  J.  MARQUET  -  HUISSIER  A  MONACO 

Experts:  M.  J.  VINCHON  -  Mrs.  BERTHELOT  and  GUYONNET 

On  view:  in  Paris  -  77  rue  de  Richelieu  from  November  10th  until  November  27th 
in  Monaco  -  Hotel  Loews  -  Monday  December  1st 

les.  ADER  PICARD  TAJAN  -  12,  RUE  FAVART  75002  PARIS  2  -  Tel.:  742.68.23  -  Cable:  ADERPICAR-PARIS 
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Auctioneers  in  Paris 

PALAIS  GALLIERA  Wednesday  3rd  December  at  9  p.m. 
IMPORTANT  MODERN  PAINTINGS  AND  DRAWINGS 


By:  Bonnard  -  Boudin  -  Dufy 
Cheret  -  Kisling  -  G.  Moreau 
Picasso  -  Vuillard. . . 

Sculpture  by  Degas 


BONNARD  (Pierre) 
Woman  Reading  a  Book 
Canvas  -  Height:  52  cm. 

Width:  62,5  cm. 


PICASSO  (Pablo) 
Two  Children  with  their  Toys. 
Height:  52  cm.    Width :67cm. 
Pane]  signed. 


Experts:  Mm.  J.  Dubourg, 
Ch.  Durand-Rucl,  A.  Pacitti, 
Ph.  Marechanx,  Ph.  Cezanne. 


On  view:  Tuesday  December  2nd 
from  9  p.m.  to  11  p.m. 
Wednesday  December  3rd 
from  II  a.m.  to  5  p.m. 


LAUSANNE  -  PALACE  GRAND-CHENE  9  -  1003  LAUSANNE  -  Tel.  (021)  23.12.34  et  20.37.11 
NEW  YORK  -  610  Fifth  Avenue,  Rockefeller  Center,  Suite  403  -  New  York  -  N.Y.  10020  -  Tel.  (212)  586  6559 


Mes.  ADER  PICARD  TAJAN  -  12,  RUE  FAVART  75002  PARIS  2  -  Tel.:  742.68.23  -  Cable:  ADERPICAR-PARIS 
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fljf  Ader,  Picard  Tajan 

Auctioneers  in  Paris 

PALAIS  GALLIERA  —  Friday  5th  December  at  2.30  p.m. 
THE  CELEBRATED  COLLECTION  OF  MINIATURES  AND  BOXES 
FORMED  BY  FELIX  PANHARD  (1 842-1 891) 


.  J.  H.  FRAGONARD.  Portrait  of  a  child.  2.  LOUIS  XVI  gold  and  enamel  snuff-box  with  a  miniature  by  VAN  BLARENBERGHE,  "Le  dejeuner 
hampetre."  3.  HALL:  The  Duchess  of  Guiche.  4.  Louis  XVI  gold  and  enamel  snuff-box  with  a  miniature  by  LAWRENCE,  "Reunion  dans  un  pare." 
.  VAN  POL:  Flowers  (one  of  a  pair).  6.  Louis  XVI  gold  and  enamel  snuff-box  with  a  miniature  by  VAN  BLARENBERGHE,  "Le  hameau  de  la  reine 
u  petit  Trianon." 

xperts:  Messrs  Fromangcr  -  Dillce  -  Dechaut 

)n  view:  Thursday  4th  December  from  11  a.m.  to  6  p.m.  and  from  9  p.m.  to  11  p.m. 

4es.  ADER  PICARD  TAJAN  -  12,  RUE  FAVART  75002  PARIS  2  -  Tel.:  742.68.23  -  Cable:  ADERPICAR-PARIS 
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Christie's 


Friday,  November  14th 


Modern  British  Paintings,  Drawings  and  Sculpture 


A  Writer,  by  Lucian  Freud,  painted  1 955,  8|  in.  by  6|  in.  (22.2cm.  by  1 5.8cm.).  The  sitter  is  James  Pope-Hennessy. 


Catalogue  ( 33  illustrations) ,  available  from  our  London  Office,  price  £1.50  post  paid, 
or  from  our  New  York  Office,  price  §4.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Friday,  November  21st 


Important  English  Pictures 

The  Properties  of  Mrs.  Richard 
Cavendish,  Mrs.  O.  M.  Heber-Percy 
Guinevere,  Countess  of  Middleton, 
The  late  Fletcher  Jones,  sold  by  order 
of  his  Executor,  Bank  of  America,  the 
Estate  of  the  late  Harriot  Appleton 
Curtis  of  Boston,  Mass.,  The  Royal 
Geographical  Society,  The  Trustees 
of  the  Swinton  Settled  Estates 
and  others. 


Portrait  of"  Mrs.  Roger  Smith 
and  her  child,  with  the  Colonial 
Governor's  House,  Charleston 
in  the  background,  by  George 
Romney,  95  in.  by  59  in. 
(241.2  cm.  by  149.7  cm.). 


Distraining  for  Rent,  by  Sir  David  Wilkie,  R.A., 
signed  and  dated  1 8 1 5,  3 1  \  in.  by  Al\  in. 
(79.4  cm.  by  120.6  cm.). 


Catalogue  (69  illustrations  including  2  in  colour),  available  from  our  London 
Office,  price  £2.80  post  paid,  or  from  our  New  York  office,  price  $7.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Friday,  November  28th 


Important  Pictures 
by  Old  Masters 

The  Properties  of 

Baroness  Bentinck 

The  Earl  of  Haddington 

The  Marquess  of  Hamilton 

Lady  Claud  Hamilton 

The  Hon.  Mrs.  Douglas  Vivian 

The  late  Harriot  Appleton  Curtis 

of  Boston,  Mass. 
The  late  Fletcher  Jones  sold  by 

order  of  his  Executor,  Bank 

of  America 
The  Trustees  of  the  Chatsworth 

Settlement 
The  Trustees  of  the  Swinton 

Settled  Estates 
and  others. 


The  Rest  on 
Flight  into  E 
by  Corrado  < 
112  in.  by  70 
(284.4  cm.  b} 


Still  life  of  fruit  and  flowers  in  an  urn,  by  Giovan  Battista  Ruoppolo, 
30  in.  by  56  in.  (76.2  cm.  by  142.1  cm.). 
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Christie's 


Friday,  November  28th 


Prince  Frederick  Henry  at  the  Siege  of  Breda,  by  Aelbert  Cuyp,  signed,  on  panel, 
1 2  in.  by  16J  in.  (30.5  cm.  by  41 .9  cm.). 


Ladies  and  gentlemen  merrymaking  in  an  interior,  by  Pieter  Codde, 
on  panel,  20.\  in.  by  33]  in.  (52  cm.  by  85  cm.). 


Catalogue  ( 98  plates,  including  3  in  colour),  available  from  our  London  Office,  price  £2.80  post  paid, 
or  from  our  New  York  Office,  price  $7.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Tuesday,  December  2nd 


Impressionist  and  Modern  Paintings  and  Sculpture  at  11  a.m? 

The  Properties  of  Beatrice  Lillie  (Lady  Peel),  The  late  Fletcher  Jones,  sold  by  order  of  his 
Executor,  Bank  of  America,  The  late  Edward  Seago,  Esq.,  The  Trustees  of  the  Swinton 
Settled  Estates  and  others. 


Nature  Morle  au  Couteau,  by  Georges  Braquc,  signed  and  dated  '27,  12|  in.  by  251  in.  (31  cm.  by  65  cm.). 


Contemporary  Art  at  3  p.m. 


Sandias,  by  Fernando  Botero,  signed  and  dated  '68, 
62i  in.  by  73  i  in.  (159  cm.  by  187  cm.). 

Contemporary  Art  Catalogue  (109  illustrations,  including  14  in  colour),  available  from  our  London  Office,  price  £2.80  post 
paid,  or  from  our  New  York  Office,  price  $7.00  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Tuesday,  December  2nd 


Impressionist  and  Modern  Paintings  and  Sculpture 


Christie's 


Tuesday,  December  2nd 


Impressionist  and  Modern  Paintings  and  Sculpture 


Catalogue  ( 94  illustrations)  including  56  in  colour,  available  from  our  London  Office,  price  £3.80  post  paid 
or  from  our  New  York  Office,  price  $9.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Tuesday,  November  25th 


Indian,  Tibetan  and  Nepalese  Works  of  Art 


East  Javanese  bronze  bowl,  with  a  continuous  frieze 
depicting  a  military  procession  and  a 
dancing  scene,  10th/ 13th  century, 
8i  in.  (20.9  cm.)  diam. 


Catalogue  ( 12  illustrations,  including  one  in  colour) ,  a vailable  from  our  London  Office,  price  55p post  paid, 
or  from  our  New  York  Office,  price  $1.50  post  paid 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Thursday,  December  4th 


Important  French  Furniture, 
Ormolu-mounted  Porcelain 
and  Tapestries 


The  Properties  of 

The  Trustees  of  the  Swinton  je 


Catalogue  (35  illustrations,  including  5  in  colour) ,  available  from  our  London  Office,  price  £1 .50  post  paid, 

or  from  our  New  York  Office,  price  %4. 00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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Christie's 


Monday,  December  8th 


Fine  and  Early  Chinese 
Ceramics  and  Works 
of  Art 

The  Properties  of 
Andrew  Franklin,  Esq.,  C.V.O. 
CB.E. 

The  Hon.  Mrs.  Robert  Service 
and  others. 


period,  8  in.  (20.3  cm.)  diam. 


Catalogue  (40  illustrations,  including  2  in  colour),  available  from  our  London  Office,  price  £1 .80  post  paid, 
or  from  our  New  York  Office,  price  $5  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Wednesday,  December  10th 


Fine  Japanese  Works  of  Art 


Aikuchi  tanto,  fittings  by  Hirata  Harunari 
blade  8^  in.  (21 .7  cm.)  long. 


Kakemono,  by  Mori 
Sosen,  18th/  19th  century 
15  in.  by  41  in. 
(38  cm.  by  104  cm.). 


Bronze  and  shakudo  figure  of 
a  cockerel,  19th  century, 
27^  in.  (69.5  cm.)  high. 


C  dialogue  ( 23  illustrations,  including  I  in  colour ),  available  from  our  London  Office,  price  85p  post  paid, 
or  from  our  New  York  Office,  price  $2.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Our  representatives  in  America : 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  David  Hall 

867  Madison  Avenue,  New  York,  N.Y.  10021  Tel:  (212)  744.4017. 
Telex:  New  York  620721.  Cables:  Chris  woods.  N.Y. 


California : 

450  North  Roxbury  Drive,  Beverly  Hills, 
California  90210. 

Tel;  (213)  273.0550.  Telex:  Beverly  Hills  674858. 


8  King  Street  St.  James's  London  swiY  6QT 

Telegrams:  Christiart  London  SWi    Telephone:  (oi)  839  9060    Telex:  916429 


N 


Aalbekerweg  49 
Hulsberg  -  Holland 
Tel.  04405 -1934 

Telex  56715 


As  long-established  dealers  in  Works  of  Art  and 
Antiques,  we  try  to  maintain  our  policy  of 
purchasing  and  offering  to  our  clients  well 
substantiated  items  of  more  than  ordinary 
importance. 


We  wish  to  purchase  and  would  like  to  have  the 
opportunity  to  negotiate  with  any  owners  for  a 
wide  range  of  objects  —  sculpture,  bronzes, 
painting,  silver,  clocks,  furniture  and  all  manner 
of  works  of  art. 


Owners  contemplating  disposal  are  invited  to 
seek  our  advice.  Immediate  decisions.  Prompt 
payment.  Transactions  confidential. 


No  items  are  too  ambitious  for  our  attention. 


R.  A.  Lec  U.  T.  Gwynn 


1-9  BRUTON  PLACE,  LONDON,  W.i. 

Tel:  01-629  5600  &  01-499  6:66 


?2 


14  Grafton  Street,  London  W.i.    Telephones:  493  "41  2  3    ESTABLISHED  1865 

IULIANO  AND 
THE  RENAISSANCE  REVIVAL 


A  mid  19th.  Century 
enamelled  gold  Atlas 
figure  supporting  a 
sphere  of  lapis  lazuli. 


i  amelled  jewels  by 
<  rlo  Giuliano;  A 
I  idant  set  with  pearls 
a  I  rubies,  another 
*  ha  central  green 
t  rmaline,  cinnamon  diamonds 
a  I  tourmalines,  and 
a  lrquoise  and  ruby  set 
\  xx  brooch. 


An  enamelled  gold  and  gem- set 
pendant  with  a  Limoges  miniature 
of  Marie  de  Medici. 
By  Emile  Froment  -  Meurice. 
C.  1867. 


TO  THOSE  ABOUT  TO  SELL 
When  you  sell  to  us,  the  sum  we  offer  is  the  actual  amount  you  receive  without 
any  deduction  whatsoever,  whereas  some  of  our  leading  auction  houses  are  now,  in 
effect,  taking  18.18  %  from  you  the  seller  in  addition  to  their  usual  incidental  charges. 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 

DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 


Sale  in  Paris,  Hotel  Drouot,  Room  10 


Friday  21st  November  197^  at  2.30  p.m. 
On  view:  Thursday  20th  November  from  11  a.m.  to  6  p.m. 

KARL  LAGERFELD  COLLECTION 

ART  DECO 


Jewellery  by  Templier,  Fouquet,  Sandbz;  objects  by  Cartier,  Glass  by  Luce, 
Ar^y-Rousseau  Enamels  by  Faure. 

Torchere  and  Serpent  mirror  by  Brandt,  Lacquer  vases  and  panels  by  Dunand. 
Sculpture  by  Idenbaum,  Kelety,  Lambert-Rucki,  Lamourdedieu,  Leyritz, 
Martel,  Miklos.  Furniture  bv  Chareau,  Cheuret,  Dominique,  Dunand, 
de  Feure,  Frintz,  Rulilmann. 


Experts : 
M.  Marcilhac.  Tel.  326.47.36 
Melle  Thornton.  Tel.  522.33.69 


Lacquer  vases  by  Dunand 
Lamp  by  Brandt 


Mes  Godeau,  Solanet,  Audap 
Auctioneers,  32  Rue  Drouot,  Paris  IXe 


(770.15.53  and  67.68) 
Telex :  DROUOT  290365F 


EXHIBITION 

E.  R.  MENARD 

1862-1930 

LE  SYMBOLISME 
CREPUSCULAIRE 

12th  November  1975  to  31st  January  1976 
Illustrated  Catalogue  available 


E.  R.  MENARD  "Les  Dryades"  1913.  Signed  on  the  bottom  left.  Pastel  on 
canvas.  70  x  90  cm.  25.5"  x  35.5". 


138,  rue  Saint-Honore  -  7500T  PARIS  -  Tel.  260.21.51  &  260.29.08 


USA  Representative: 
115  Florida  Street,  FARMINGDALE  NY  1 1735 
Tel.  (516)  293.3176 


TheAntiques 

.Center 
01  America 


NEW  YORK'S  ORIGINAL  ANTIQUES  CENTER 

•  where  collectors  and  dealers  shop  for  a  vast  and  varied 

choice  of  interesting  items 

•  where  modest  overhead  makes  realistic  prices  possible 

•  where  knowledgeable  dealers  specialize  in  popular 

collecting  categories 

•  where  spacious,  gracious  quarters  make  antique 

shopping  truly  a  pleasure 

415  East  53rd  Street,  New  York,  N.Y.  10022 
between  Sutton  Place  and  First  Ave. 
(212)  486-0941 

Hours:  Tues.-Sat.  10:30-5:30;  Sun.  12-6 
Closed  Mondays  Admission  Free 


ENGLISH  ARMORIAL  PORCELAIN 
1780-1880 


Specialists  in  all  Armorial  Antiques 
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(UPhdlips 

The  Auction  People 


Fine  Harps  in  London 


Fine  Jewels  in  Geneva 


A  fine  harp  by  Georges  Cousineau,  Paris,  circa  1770,  and 
another  by  Erard  Freres,  Paris,  circa  1 800,  among  four  harps 
from  the  collection  of  David  Watkins,  principal  harpist  of  the 
London  Philharmonic  orchestra.  With  other  harps  they  will 
be  included  in  a  sale  of 

Musical  Instruments 
Thursday,  November  20,  at  1 1  a.m. 
Illustrated  catalogue  40p  by  post. 

///  addition  to  regular  weekly  sales 
the  following  are  of  note: 

Books  November  4,  25 

Jewellery  November  4,  18  in  London 

November  9  in  Geneva 

November  6 

November  7 

November  10,  24 

November  13 

November  14,  28 

November  20 

November  20 

November  24 

November  25 

November  26 

November  26 


Furs 
Wine 

Watercolours 
Pot  lids 
Stamps 
Musical  Instr. 
Baxter  Prints 
Prints 
Pewter 

Chinese  Porcelain 
Japanese  Porcelain 


A  selection  of  jewellery  to  be  included  in  a  sale  of 
Fine  Antique  &  Modern  Jewels 
at  Hotel  des  Bergues,  Geneva 
Sunday,  November  9,  2  p.m. 
Illustrated  catalogue  £1.50  by  post  from  Phillips 


STOP  PRESS....Phillips  in  Montreal 
Important  series  of  Arts  and  Antiques  sales 
from  November  20  to  November  29 
Catalogue  £3  incl.  postage  from  Phillips  in  London. 


7  Blenheim  Street,  New  Bond  Street,  London,  W1Y  OAS.  Telephone:  01-629  6602.  Also  at  Edinburgh, 

Knowle  in  West  Midlands,  Dublin  &  Geneva. 


Members  of  the  Society  of  Fine  Art  Auctioneers 


FOR  THOSE  WITH  SENSE  AND 
SENSIBILITY  TO  COLLECT 
THE  DELICATE,  BEAUTIFUL 
AND  RARE 

The  exclusive  and  limited  commemorative  edition 


Enamelled  on  copper,  decorated  in  deep  pink  with  charcoal 
lettering,  the  box  is  done  in  the  painstaking  and  time  honored 
Battcrsea  i  Sth  century  tradition  -  a  tradition  continued  in  the  20th 
century  by  the  famed  Bilston  cnamcllers  in  Staffordshire,  England. 

Inside  the  box  is  a  portrait  of  Jane  Austen  and  a  quote  from 
her  famous  novel,  Sense  and  Sensibility. 

A  superb  example  in  the  style  of  the  "exquisite  trifles" 
that  delighted  Georgian  society. 

Artist:  Matthew  Wright.  Born  in  London,  1045.  A  noted  craftsman 
and  painter,  he  has  had  several  one  man  shows  and  received 
numerous  private  commissions. 

Edition  of  500. 
ij"x2£" 

Sioo.oo,  plus  $4.50  packaging  and  airmail  postage. 

Because  of  the  limited  quantity,  orders  will  be  filled  on  a  first  to 
be  received  basis.  Included  with  your  order  will  be  a  certificate 
attesting  to  limited  quantity.  Please  allow  8  weeks  for  delivery. 


COWOISSKl  \\ 

Chestcrgate  House,  Vauxhall  Bridge  Road,  London, 
SWiV  iHF,  England 

Enclosed  is  my  cheque.  Please  send  me  my  Jane  Austen  Bicentenary 
Box  for  just  $100  plus  S4.50  packaging  and  air  mail  postage.  I 
understand  that  the  edition  is  limited  to  500  and  that  orders  must  be 
filled  on  a  first  received  basis.  If  the  edition  is  oversubscribed  you  will 
return  my  cheque  by  return  air  mail. 


Nai 


Address 
City  


State. 


Zip. 


Now  available 

Chinese  Export  Silver,  1785  to  1885 
by 

H.  A.  Crosby  Forbes 
John  Devereux  Kernan  and  Ruth  S.  Wilkins 

This  long-awaited  study 
opens  up  a  large  and  fascina- 
ting new  field.  It  also  sheds 
new  light  on  English,  Eng- 
lish Colonial  and  American 
makers  and  marks.  Read- 
able, authoritative  text 
covers  all  aspects  of  manu- 
facturing and  identification. 
Nearly  300  items  fully 
described.  Over  300  illustra- 
tions, including  ninety 
maker's  marks,  in  sump- 
tuous format.  Bibliography,  index,  hard  cover.  Pp.  xvi,  304. 

Regular  cd.  $55.  Deluxe  ed.  S80  (limited  to  250  numbered, 
autographed  and  specially  boxed  copies),  prepaid.  Please  add 
Si. 60  for  insurance,  postage  and  special  handling.  (Mass.  residents 
add  3  %  sales  tax.)  Checks  to  "Publ.  Fund-C.E.S." 

MUSEUM  OF  THE 
AMERICAN  CHINA  TRADE,  MILTON,  MASS.  02186 


ANCIENT  EGYPTIAN 
CAT  GODDESS... 


BAST— goddess  of  joy,  dancing,  music 
&  protector  of  the  home.  This  SOLID 
IV2"  replica  seated  on  polished 
agate  base  makes  superb  display 
piece  for  home  or  office.  Remove 
from  base  and  wear  as  amuletic 
jewelry.  Give  this  elegant  cat 
goddess  as  an  historic  gift 
symbolizing  protection 
love  and  beauty! 


SOLID        STER.  14K. 
BRONZE      SILV.  GOLD 
$19.50       $49.50     $475.  BAST  &  agate  base 

ROPE  CHAINS:  24"  sterling .. $8.  Fine  G.F..  .$10. 


*  Insured  pottage  $1 .50  *  Money  Back  Guarantee 
o  BankAmericard  or  MC.  and  phono  ardors  accepted. 

(2121  472-8733 


FREE  COLLECTOR'S  CATALOG-24  pages  picturing 
over  75  ancient  world  relics  trom  BC  to  AD  Plus,  catalog 
featuring  over  50  ancient  |ewelry  replicas  m  precious 
metals  Satisfy  your  gift  needs  today 

MUSEUM  AND  DEALER  INQUIRIES  WELCOMED 


1 


aladdin  hoase,  Ltd-  Dept.  C-1C 
770  MADISON  AVE.  (66  St.)  •  N.Y.  10021 


L 


VISIT  OUR  NEW  GALLERY  -  S.W.  COR.  66  St.  -  5th  FLOOR. 
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JULIUS  BOHLER 


Mountainous  Landscape  with  Animals, 
by  Roelant  Savcry  (Courtrai  1576-  Utretcht  1639). 
Oak  panel,  31  by  48,3  cm. 
Fully  signed  and  dated  1627. 


BRIENNER  STRASSE  25 
D— 8  MUNICH  2 
Tel.  (089)  55  52  29  Telegrams:  Paintings 


Exhibition  of  Old  Master  Paintings,  Drawings,  Sculpture,  and  Works  of  Art. 
October  13  -  December  3,  1973. 
Catalogue  on  request. 


Sotheby's 

Thursday,  13th  November,  at  2.30  pm 


MEDIEVAL, 
RENAISSANCE  AND  BAROQUE 
WORKS  OF  ART 


A  rare  ivory  Siculo-Saracenic  casket,  late  12th  century,: 
13A  inches  long 


A  Nortli  Italian  Romanesque  marble  lion,  12th  century,  44  inches  long 


A  set  of  four  Roman  gilt-bronze  figures  of  the  Evangelists,  after  Bernardino  Ludovisi  early  18th  century,  each  q\  inches  high 


Sotheby's 


Wednesday,  26th  November,  at  1 1  am 

FINE  SEVENTEENTH,  EIGHTEENTH 
AND  NINETEENTH  CENTURY 
ENGLISH  PAINTINGS 


the  property  of  the  Trustees  of  the 
third  Earl  of  Iddesleigh, 
and  other  owners 


Gerard  Soest, 
Portrait  of  the  Second 
Marquis  of  Tweeddale, 
signed,  so  by  41  inches 


Thursday,  27th  November,  at  2.30  pm 

FINE  EIGHTEENTH  AND  NINETEENTH  CENTURY  ENGLISH 
DRAWINGS  AND  WATERCOLOURS 


Samuel  Palmer,  Tintcm  Abbey,  10  by  145  inches.  From  the  Collection  of  George  Richmond,  R.A. 


Sotheby's 

Wednesday,  3rd  December,  at  11  am 


IMPORTANT  IMPRESSIONIST  AND  MODERN  PAINTINGS 

AND  SCULPTURE 


Henri  dc  Toulouse-Lautrec,  Fillc  a  I'accrochc-coair,  on  board,  signed  with  the  monogram,  painted  in  1S89,  i6\  by  2lf  inches 
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Sotheby's 

Wednesday,  3rd  December,  11  am 




Vincent  van  Gogh,  Coin  herbeux,  signed,  painted  in 
Aries  in  1889,  17J  by  19^  inches 


Edgar  Degas,  Danseuse  rajustant  son  chausson,  pastel  and  charcoal, 
signed,  executed  c.  1890-95,  19  ^  by  24  g  inches 


Sotheby's 


Mondav,  ist  December,  at  n  am 


Monday,  ist  December,  at  2.30  pm 


CLOCKS, 
WATCHES  AND 
SCIENTIFIC  INSTRUMENTS 

including  a  month  longcase  clock  by 

Joseph  Knibb,  a  George  III 
mahogany  chiming  bracket  clock  by 
John  Taylor,  a  mahogany  longcase 
clock  by  Mudge  and  Dutton,  a  small 
mahogany  alarum  travelling  clock 
by  Barnuids  and  a  Swiss  alarum 
carriage  clock 


A  rare  George  III  silvered  and  gilt-metal  musical  automaton  clock 
by  William  Carpenter,  3  feet  3  inches  high 


GREEK  AND  RUSSIAN  ICONS 


A  Moscow  School  icon  of  the  Annunciation,  c.  1600,  12}  by  II  inch 


Sotheby's 

Wednesday,  loth  December,  at  n  am 


IMPORTANT  OLD  MASTER  PAINTINGS 


The  Master  of  the  Home  Triptych,  The  Madonna  and  Child  Enthroned,  on  panel, 

by  26f  inches 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  43 11    Telegrams:  Gavel,  London    Telex:  London  24454 


Wednesday,  12th  November,  at  11  am 

VICTORIAN  AND  ARTS  AND  CRAFTS  FURNITURE 

AND  WORKS  OF  ART 


M     g&i  L-fte  sfa  f; 

«  KKi(«H)tKKKlI!t«H)IHi!n!(llKHKKK«l(!',)(i:KKltt»;Km!jnil 


A  remarkable  ivory-inlaid  'Gothic'  high-backed  settee, 
c.  1850,  6  feet  8£  inches  high  by  5  feet  11  inches  wide 


including  a  rare  Summerly' s  Art  Manufacturers  papier-mache  wine  tray; 
a  Morris  and  Company  stained  glass  triptych;  a  pair  of  English  brass  Gothic 

ceremonial  candelabra  probably  by  Hardman ;  a  Gillows  walnut  display 
cabinet  on  stand  designed  by  Bruce  Talbert;  an  important  English  painted 
and  ebonised  display  cabinet;  a  good  English  Gothic  ambovna  centre  table; 
a  rare  English  inlaid  coramandcl  and  ebony  Gothic  display  cabinet;  a  Cottier 
and  Company  ebonised  mahogany  writing  cabinet;  an  English  octagonal 
rosewood  centre  table  probably  designed  by  E.  W.  Godwin;  a  broadwood 
green-stained  oak  Manxman  piano  designed  by  Baillie-Scott;  an  Art  Nouveau 
mahogany  side  cabinet  stamped  Henri  van  de  Veldc;  a  rare  pair  of  Omega 
workshops  painted  arm  chairs;  an  unusual  English  giltwood  centre  table; 
a  Coalbrookdalc  cast  iron  garden  seat  probably  designed  by  Christopher 
Dresser;  a  large  inlaid  mahogany  and  harewood  break-front  bookcase; 
a  collection  of  parcel-gilt  satinwood  drawing  room  furniture  made  by 
William  Johnson  and  Sons  of  Sheffield;  a  Gillows  satinwood  sidecabinet  and 
a  good  English  gilt-bronze  mounted  walnut  marquetry  breakfast  table. 


Thursday,  1 8th  December,  at  11  am 

MINTON 

Duplicates  from  the  Minton  Collection  sold  on  behalf  of  the  Minton  Museum,  Stoke-on-Trent  and  the  property 
of  various  owners,  including  fine  patc-sur-pate  plates  and  vases,  porcelain  after  Sevres  originals,  majolica, 

Henri  Deux  ware,  earthenware  and  parian 


A  vase  Vaisseau  a  Mat,  a  Sevres  original,  ( )nc  of  a  set  of  six  pate-sur-patc  plates  by  Alboin  Birks, 

date  code  for  1925,  17}  inches  signed  with  monogram,  date  code  for  1905 
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Sotheby's  Belgravia 

19  Motconib  Street,  London  SWiX  SLli    Telephone:  01-235  4311    Telegrams:  Gavel,  London    Telex:  London  24454 

Wednesday,  26th  November,  at  10.30  am 


FINE  CONTINENTAL  FURNITURE,  WORKS  OF  ART,  CLOCKS, 
BRONZES  AND  ANIMALIER  BRONZES 

including  the  lots  illustrated  and  a  French  bronze  figure  of  a  Victor  at  the  cock  fight  by  Jean-Alexandre-Joseph 
Falgiuere;  an  American  marble  bust  of  Proserpine  by  Hiram  Powers;  a  fine  pair  of  ormolu  mounted  Sevres 
ewers;  a  collection  of  gold  watches;  a  good  French  gilt-bronze  and  porcelain  repeating  carriage  clock;  a  fine 

gilt-brass  planitaria  clock  by  F.  H.  Whitlock;  a  good  pair  of  French  ormolu  chandeliers;  a  collection  of  boulle 
furniture;  a  good  French  ormolu-mounted  kingwood  parquetry  bureau-plat;  an  unusual  French  mahogany 
cartonnier  and  two  suites  of  French  tapestry  covered  giltwood  seat  furniture 


A  very  f  ine  and  rare  South  German  walnut  marquetry  mechanical 
bonheur-du-jour,  second  half  of  the  19th  century 


An  important  French  amboyna  and  purplehcart  commode  by  Henry  Dasson, 
dated  1878,  5  feet  4  inches  wide 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  43 11    Telegrams:  Gavel,  London    Telex:  London  24454 

Wednesday,  26th  November,  at  10.30  am 


A  fmc  French  porcelain  and  ormolu-mounted  kingwood 
parquetry  secrctairc-a-abbattant, 
c.i  840,  1  foot  5  inches  wide 


A  French  boulle  centre  table,  mid-i9th  century, 
5  feet  2  inches  wide 


A  French  gilt-bronze  and  porcelain-mounted  kingwood 
bonheur-du-jour,  mid-i9th  century,  2  feet  5  inches  wide 


A  rare  French  painted  mahogany  screen, 
f.1890,  6  feet  3  inches  wide 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  43 11    Telegram*:  Gavel,  London    Telex:  London  24454 

Wednesday,  26th  November,  10.30  am 


A  fine  bronze  group  of  the  Accolade  by  Pierre  Jules  Mene, 
ci85o's,  1  foot  1  inch  high 


A  bronze  figure  of  the  Cheval  a  la  Barriere  by  Pierre  Jules  Mene, 
f.1860,  11 J  inches  high 


A  fine  bronze  group  of  racehorses  and  jockeys  by  Charles 
Valton,  late  19th  century,  I  foot  3  inches  high 


bronze  Equestrian  group  by  the  Comtc  du  Passage,  A  bronze  figure  of  a  racehorse  of 'Boiard',  signed  Boycr  Freres, 

late  19th  century,  1  foot  9!  inches  high  c.1873,9  inches  high 


Sotheby  Parke  Bemet  Monaco  S.  A. 

par  le  ministere  de  Me  J-J  Marquet,  Huissier  a  Monaco 


Sunday,  30th  November  at  9.30  pm  and 
Monday,  1st  December  at  4  pm 


A  Commonwealth  cup  and  cover,  maker's  mark,  A.F.,  London,  1653,  si  inches 
Saturday,  29th  November  at  4  pm  and  9.30  pm 


A  gold,  mother-of-pearl  and  enamel  snuffbox, 
Paris,  1742,  2 1  inches 


A  gold  and  hardstone  snuffbox,  by  Johann-Christian 
Neubcr,  inset  with  a  miniature  of  a  lady,  Dresden, 
c.i 770,  2i  inches 


Both  sales  on  view  at  The  Sporting  D'Hiver, 
from  Wednesday,  26th  November,  9.30  am-12.30  pm,  3-7  pm  and  9-1 1  pm 

Two  separate  catalogues  available  from 
Sotheby  Parke  Bernet,  Monaco  S.A.,  Le  Panorama,  57  rue  GrimaldCMontc  Carlo    Telephone:  (93)  30.88.80    Telex:  479471  SPB  MON 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  Wi  A  2AA    Telephone:  (01)  493  8080    Telegrams:  Abinitio,  London    Telex:  London  244 
Sotheby  Parke  Bernet  Inc., 980  Madison  Avenue,  New  York.N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  23)4. 
Sotheby  Parke  Bernet  (France)  s.a.r.l.,  3  rue  de  Miromesnil,  Paris  7500S    Telephone:  (1)  266  4060'   Telegrams:  Abiiutio,  France    Telex:  640084  , 


68    The  Connoisseur.  November,  1975 


Sotheby  Parke  Bernet  Monaco  S.  A. 

par  le  ministere  de  Me  J-J  Marquet,  Huissier  a  Monaco 


Sales  by  auction  at 
THE  SPORTING  D'HIVER,  MONTE  CARLO 

IMPORTANT  EUROPEAN  SILVER 

Parti  -  Sunday,  30th  November  at  9.30  pm  Part  II- Monday,  1st  December  at  4  pm 


A  Louis  XV  soup  tureen,  cover  and  stand,  by  A  German  silver-gilt  dish,  signed 

Robert-Joseph  Auguste,  Paris,  1771,  stand  19J  inches  A.J.  Thelot  (1654-1734),  19  inches 


IMPORTANT  GOLD  BOXES  AND  OBJECTS  OF  VERTU 

the  property  of  the  Estate  of  the  late  Mrs.  Charles  E.  Dunlap  (sold  by  order  of  the  Executors), 
the  late  Baron  Maximilien  de  Goldschmidt-Rothschild  and  the  Baronne  de  Becker  and  other  owners 
Part  I  -  Saturday,  29th  November  at  4  pm  Part  II  -  Saturday,  29th  November  at  9.30  pm 


A  gold,  enamel  and  lacquer  snuff* box, 
by  Jean  Ducrollay,  Paris,  1749-1750,  3^  inches 


A  Swiss  gold  and  enamel  musical  automaton 
spy-glass  with  watch  movement,  f.1800,  i  \  inches 


will  hold  the  following  sales  in  November 


Sotheby's 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR 


ALL  CATALOGUES  POST  FRi 


Sotheby  Parke  Bernet  South 
Africa  (Proprietary)  Ltd. 
P.O.  Box  31010,  Braamfontein, 
Johannesburg 

to  be  sold  at  the  Sunnyside  Park 
Hotel,  York  Road,  Parktown, 
Johannesburg 

Saturday,  1st  November,  at  10  am 
Important  English,  Dutch, 
Cape  and  Other  Silver,  Cape 
Furniture  and  a  Collection  of 
Fine  Antique  Carpets 


Monday,  3rd  November,  at  11  am 
Valuable  Printed  Books 

Tuesday,  4th  November,  at  10.30  am 
Oriental  Ceramics  and 
Works  of  Art 

Tuesday,  4th  November,  at  11  am 
at  Belgravia 

Topographical  Paintings, 
Drawings,  Prints  and  Sculptures 

Wednesday,  5th  November,  at  11  am 
Seventeenth,  Eighteenth, 
Nineteenth  and  Twentieth 
Century  Continental  and  English 
Paintings 


Sotheby  &  Co.,  A.G. 
18  Blcichcrweg,  8022  Zurich 
to  be  sold  at  the  Baur  Au  Lac 
Hotel,  Zurich 

Wednesday,  5  th  November, 
at  9.30  am 

Highly  Important  Hebrew  and 
Samaritan  Manuscripts 

to  be  followed  at  approximately 
10.15  am  by 

Continental  and  Russian 
Autograph  Letters,  Literary 
Manuscripts  and  Historical 
Documents 

Thursday,  6th  November, 
at  2.30  pm  and  5.45  pm,  and 
following  day  at  9.30  am 
Highly  Important  Jewels 

Friday,  7th  November,  at  2.30  pm 
A  Collection  of  Fine  Gold 
Boxes  and  Objects  of  Vertu 

Wednesday,  26th  November  and 
following  day,  at  9.30  am 
The  Alfred  E.  Pernt  Collection 
of  Gold  Coins 


Thursday,  6th  November,  at  1 1  am 
at  Belgravia 

English,  Russian  and  Other 
Foreign  Silver  and  Plated  Wares 
and  Objects  of  Vertu,  1825-1970 

Thursday,  6th  November 
and  following  day,  at  I  pm 
at  115  Chancery  Lane,  London 
WC2A  IPX  (Hodgson's  Rooms) 
Printed  Books 

Friday,  7th  November,  at  1 1  am 
English  Furniture,  Works  of  Art, 
Rugs  and  Carpets 


Monday,  10th  November,  at  11  am 
A  Collection  of  Illustrated  Books 
and  Volumes  of  Prints 

Tuesday,  nth  November, 
at  10.30  am 
European  Ceramics 

Tuesday,  nth  November,  at  11  am 
at  Belgravia 

Fine  Victorian  Paintings, 
Drawings  and  Watercolours 


Sotheby  Parke  Bernet  de  Espana, 
S.A. 

Centro  Iberia  Mart  -  Primer 
Planta,  Pedro  Teixeira  8, 
Madrid  20 

to  be  sold  at  the  Hotel 
Eurobuilding,  Madrid 
Tuesday,  nth  November 
General  Sale 


Wednesday,  12th  November, 
at  10.30  am  and  2  pm 
Ancient,  English  and  Foreign 
Coins,  in  Gold,  Silver  and  Bronze 
Wednesday,  12th  November, 
at  11  am  and  2.30  pm 
Modern  British  Drawings, 
Paintings  and  Sculpture 

Wednesday,  12th  November, 
at  1 1  am 

Japanese  Swords,  Armour  and 
Sword  Fittings 

Wednesday,  12th  November, 
at  1 1  am 
at  Belgravia 

Victorian  and  Arts  and  Crafts 
Furniture  and  Works  of  Art 

Thursday,  13th  November,  at  11  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  13  th  November, 
at  2.30  pm 

Medieval,  Renaissance  and 
Baroque  Works  of  Art 


Sotheby  Parke  Bernet  (Hong 
Kong)  Ltd.,  in  association  with 
Lane  Crawford  Ltd.  (a  member  of 
the  Wheclock  Marden  Group), 
P.O.  Box  83,  Hong  Kong 
to  be  sold  at  the  Mandarin  Hotel, 
Hong  Kong 

Thursday,  13  th  November, 
at  9  pm 

Fine  Nineteenth  Century 
Chinese  School  Paintings, 
Drawings  and  Watercolours 

Monday,  17th  November, 
at  2.30  pm 

Important  Chinese  Ceramics 

Monday,  17th  November, 
at  5.30  pm 

Fine  Chinese  Ceramics  and 
Jades 

Tuesday,  1 8th  November, 
at  5.30  pm 
Fine  Jewels 


Thursday,  13  th  November, 
at  11  am  and  2.30  pm 
at  Belgravia 

European  Glass  and  Continental 
Ceramics 

Thursday,  13th  November 
and  following  day,  at  1  pm 
at  115  Chancery  Lane,  London 
WC2A  IPX  (Hodgson's  Rooms) 
Modern  French,  German  and 
Russian  Illustrated  Books 

Friday,  14th  November,  at  11  am 
Fine  English  Furniture,  French 
Prisoner-o'-War  Ship  Models, 
Rugs  and  Carpets 

Monday,  17th  November 
and  following  day,  at  11  am 
The  Magnificent  Botanical 
Library  of  the  Stiftung  fur 
Botanik,  Vaduz,  Liechtenstein 
collected  by  the  late  Arpad  Plesch 
Part  2  H-P 

Monday,  17th  November,  at  11  am 
Fine  Portrait  Miniatures,  Fans, 
Objects  of  Vertu  and  European 
Enamels 


Sotheby  Mak  van  Waay  B.V. 
Rokin  102,  Amsterdam  C. 

Monday,  17th  November  and 
following  day,  at  7.30  pm 
Old  Master  Drawings 


Tuesday,  18th  November,  at  11  am 
at  Belgravia 

Fine  English  Prints,  1700-1850 

Wednesday,  19th  November, 
at  1 1  am 

Fine  Old  Master  Paintings 

Wednesday,  19th  November, 
at  10.30  am 

at  the  Midland  Hotel,  Peter  Street, 
Manchester 

Fine  Wines  and  Vintage  Port 

Thursday,  20th  November,  at  n  am 
Jewels 

Thursday,  20th  November,  at  11  am 
at  Belgravia 
Studio  Ceramics 

Thursday,  20th  November  and 
following  day,  at  I  pm 
at  115  Chancery  Lane,  London 
WC2A  IPX  (Hodgson's  Rooms) 
Printed  Books 

Friday,  21st  November,  at  11  am 
English  Furniture,  Rugs  and 
Carpets 

Monday,  24th  November  and 
following  day,  at  II  am 
Bibliotheca  Phillippica 
New  Scries :  Fifteenth  Part 
Books  Printed  in  England  and 
English  Books  Printed  Abroad 
1641-1700 
First  Portion:  A-L 

Monday,  24th  November,  at  n  am 
Glass  Paperweights 


Tuesday,  25th  November, 
at  10.30  am 
Chinese  Works  of  Art  and  Ch'ii 
Porcelain 

Tuesday,  25th  November,  at  11  arr^ 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  26th  November, 
at  10.30  am 

in  the  Royal  Watercolour  Society  I 
Galleries,  26  Conduit  Street, 
London  W.i. 

Fine  and  Inexpensive  Wines 

Wednesday,  26th  November, 
at  1 1  am 

Bibliotheca  Phillippica 
Medieval  Manuscripts: 

New  Series :  Tenth  Part 
Manuscripts  on  Papyrus,  Velluj 
and  Paper 

Wednesday,  26th  November, 
at  11  am 

Fine  Seventeenth,  Eighteenth  j 
and  Nineteenth  Century  Englii 
Paintings 

Wednesday,  26th  November, 
at  10.30  am 
at  Belgravia 

Fine  Continental  Furniture, 
Works  of  Art,  Clocks,  Bronz< 
and  Animalier  Bronzes 

Thursday,  27th  November,  at  11 
Important  Musical  Instrumen 

Thursday,  27th  November,  at  11 
Fine  English  and  Foreign  Silv 

Thursday,  27th  November, 
at  2.30  pm 

Fine  Eighteenth  and  Nineteer 
Century  English  Drawings  an 
Watercolours 

Thursday,  27th  November  and 
following  day,  at  1  pm 
at  1 1 5  Chancery  Lane,  London 
WC2A  iPX  (Hodgson's  Room 
Children's  Books 

Friday,  2Sth  November,  at  1 1  at 
Oak  Furniture,  Textiles  and 
Needlework  Pictures,  Rugs 
and  Carpets 


Sotheby  Parke  Bernet 
(Monaco),  S.A. 
Lc  Panorama,  57  Rue  Grimal 
Monte  Carlo 
at  the  Sporting  D'Hiver,  Plaa 
Casino,  Monte  Carlo 

Friday,  2Sth  November  and 
following  three  days 
The  Diaghilev-Lifar  Libra 

Saturday,  29th  November 
Important  Gold  Boxes  and 
Objects  of  Vertu 

Sunday,  30th  November  and 
following  day 

Important  European  Silve 


Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  Wi  A  2AA.  Telephone:  01-493  8080.  Telegrams:  Abinitio,  London    Telex:  London 
Representative  in  Scotland :  John  Robertson,  19  Castle  Street,  Edinburgh  EH2  3  AH.  Telephone:  031-226  5438.  Telegrams:  Abinitio,  Edinburgh. 
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Sotheby  Parke  Bernet.  newyork 

)8o  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Friday,  5th  December,  at  2  pm 


in 


NINETEENTH  CENTURY 
EUROPEAN  PAINTINGS 


On  view  from  Saturday,  29th  November 


Jean  Leon  Gerome,  The  Pursuit,  signed, 
26J  by  47]  inches 


Gustavejean  Jacquct,  The  Boating  Party,  signed, 
32  by  25  J  inches 


her 


John  Frederick  Herring,  Snr.,  Bay  Middleton,  with  Jockey  up,  signed 
titled  and  inscribed  Six  Mile  Bottom  1836,  22  by  30  inches 


Adolphe  Schrcyer,  Arab  Chieftain  on  the  March,  signed, 
35+  by  46  inches 


Catalogue  $5  by  mail.  Order  catalogue  by  sale  no.  3819  with  cheque  enclosed  to  Department  CN 
Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  cV  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Edinburgh,  Florence,  Houston, 
Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Toronto,  Tehran  and  Zurich 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Friday,  5th  December,  at  10.15  am 


IMPORTANT  NINETEENTH  CENTURY  EUROPEAN  PAINTINGS 

Part  Six  from  the  Collection  of  the  late  Geraldine  Rockefeller  Dodge,  Madison,  New  Jersey  and  New 
York  City  (sold  by  order  of  the  Fidelity  Union  Trust  Company,  Executors  and 
St.  Hubert's  Giralda,  Inc.,  Legatee) 

On  view  from  Saturday,  29th  November 


Rosa  Bonheur,  Cavaliers  in  a  Shower,  1882,  signed,  oil  on  canvas,  35  by  51  inches 


The  Rosa  Bonheur  is  one  of  twenty-five  oils  which  constitute  the  most  important  sale  of  her  works  since  the  auction  of  her 
Atelier  in  1900.  Also  included  are  nine  works  by  Landseer  and  major  paintings  by  Diaz,  J.  F.  Herring,  Snr.,  Israels, 

Lhcrmittc,  Meissonier  and  T.  Rousseau. 
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Sotheby  Parke  Bemet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 


Friday,  5th  December,  at  10.15  am 


Jean  Francois  Millet,  Seated  Peasant  Girl,  signed,  also  Sir  Edwin  Henry  Landscer,  R.A.,  None  but  the  Brave  Deserve  the 

with  the  seal  of  the  Vcnte  Millet  on  the  stretcher,  oil  on  Fair,  oil  on  canvas,  28  by  36^  inches 

canvas,  18  by  14J  inches  Exhibited:  Royal  Academy,  1838 

Catalogue  $6  by  mail.  Order  catalogue  by  sale  no  3818  with  cheque  enclosed. 

At  2  pm  on  the  same  day  will  be  offered  paintings  from  various  sources  including  a  Millet  pastel  and  works  by  Barye,  Gallcgos,  Gerome, 

Grutzner,  David  Roberts  and  Schreyer. 

Thursday,  4th  December,  at  2  pm 

A  COLLECTION  OF  BRONZES 
BY  PIERRE-JULES  MENE  AND  ISIDORE  BONHEUR 

Part  Five  from  the  Collection  of  the  late  Geraldine  Rockefeller  Dodge,  Madison,  New  Jersey  and  New  York  City  (sold 
by  order  of  Fidelity  Union  Trust  Company,  Executor,  and  St.  Hubert's  Giralda,  Inc.,  Legatee) 

On  view  from  Saturday,  29th  November 


A  bronze  group  of  Louis  XVth  mounted  huntsman,  inscribed 
P.J.  Mene,  24  J  inches  high 

Catalogue  $6  by  mail.  Order  catalogue  by  sale  no.  3817  with  cheque  enclosed  to  Department  CN 
catalogues  available  from  Sotheby  Parke  Bemet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bemet  &  Co.,  34-35  New- 
Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Edinburgh,  Florence,  Houston,  Johannesburg, 
Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 
Wednesday  3rd,  Thursday  4th  and  Saturday  6th  December 


AN  IMPORTANT  COLLECTION  OF 
EUROPEAN  CERAMICS, 
ENGLISH  SILVER, 
ENGLISH  FURNITURE,  CLOCKS, 
RUGS,  OLD  MASTER  PAINTINGS, 
EIGHTEENTH  CENTURY  ENGLISH 
WATERCOLOURS  AND  OTHER 
WORKS  OF  ART 


the  property  of  the  Estate  of  the  late 
Mrs.  Charles  E.  Dunlap  (sold  by  order  of  the  Executors) 


On  view  from  Friday,  28th  November 


Frans  van  Micris,  A  Lady  Feeding  a 
Parrot,  signed  and  dated  1662,  oil 
on  panel,  8J  by  7  inches 


Jean  Antoine  Wattcau, 
The  Age  of  Innocence, 
oil  on  panel,  8  by  (j\  inches 
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Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegram:  Parkgal,  New  York    Telex:  New  York  232643 
Wednesday  3rd,  Thursday  4th  and  Saturday  6th  December 


A  selection  of  Meissen  snuffboxes,  mid-i8th  century 


An  impressive  Chantilly  pagoda  figure,  c.  1735  A  pair  of  Meissen  figures  of  Bitterns,  c.  1753 


Catalogue  Sio  ($12  domestic  mail,  $15  overseas  mail).  Order  catalogue  by  sale  no.  3816  with  cheque  enclosed  to  Department  CN 
Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Edinburgh,  Florence,  Houston, 
Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Toronto,  Tehran  and  Zurich 


Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Tuesday,  16th  December,  at  10.15  am  and  2  pm 


THE  RENOWNED  COLLECTION  OF  EARLY  WEDGWOOD  POTTERY 
FORMED  BY  MR.  AND  MRS.  MILTON  MILESTONE,  Part  i 

reputed  to  be  the  largest  collection  of  variegated  wares  in  private  possession,  also  included  are  rare  examples  of 

black  basalts,  jasperware,  caneware,  and  other  bodies 

On  view  from  Thursday,  nth  December 


A  rare  Wedgwood  &  Bcntlcy  black  basalt  gilded  wall  plaque  of  the  'Centaur  Ncssus  bound  by  Love',  1768-80, 14!  inches  diameter 

Illustrated  catalogue  $7  by  mail  (S8  overseas  mail).  Order  catalogue  by  sale  no.  3825  with  cheque  enclosed  to  Department  CN 
Part  Two  of  the  Milestone  Wedgwood  Collection  will  be  offered  in  April,  1976,  orders  for  catalogues  are  now  being  accepted,  $7  by  mail  (S8  overseas  mai 
Catalogues  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Edinburgh,  Florence,  Houston, 
Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 
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Sotheby  Parke  Bernet 

NEWYORK 

980  Madison  Avenue,  New  York,  N.Y.  10021 
Telephone:  (212)  472  3400 
Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 


Tuesday,  9th  December,  at  10.15  am  and 
2  pm  and  following  day,  at  10.15  am 

NINETEENTH  AND 
EARLY  TWENTIETH 
CENTURY 
WORKS  OF  ART 

including  Art  Nouvcau,  Art  Deco  and 
European  bronzes 

On  view  from  Thursday,  4th  December 


An  important  Thomas  and  George  Woodall  Webb 
cameo  glass  vase,  The  Ainses,  white  on  deep  red, 
depicting  five  of  the  nine  Muses:  Euterpe,  Thalia, 
Clio,  Terpischore,  and  Erato.  8  inches  high 


Catalogue  S7  by  mail.  Order  catalogue  by  sale  no.  3820  with  cheque 
enclosed  to  Department  CN 

Catalogues  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly 
Boulevard,  Los  Angeles  California,  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives 

in  Amsterdam,  Brussels,  Buenos  Aires,  Edinburgh,  Florence, 
Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris, 
Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 


First  International  Fine  Arts  Fair 
presented  by  leading  European  art  dealers. 


Opening  hours: 
daily  2:00-10:00  p.m. 


Old  Masters -Romantic  Art- 
Impressionists 


Exhibitors: 

Brod  Gallery,  London. 

Richard  Green  Fine  Paintings.  London. 

Alan  Jacobs,  London. 

The  Leger  Galleries.  London. 

H.Terry-Engell  Gallery.  London. 

Arthur  Tooth  &  Sons.  London. 

Herner  Wengraf.  London. 

M.  INewman.  London. 

Maltzahn  Gallery.  London. 

J.  O.  Leegenhoek.  Paris. 

Galerie  Andre  Watteau.  Paris. 

Galerie  Schmit.  Paris. 

Gemaldegalerie  Abels.  Koln. 

Kunsthaus  Buhler.  Stuttgart. 

Galerie  Karl  Cohnen.  Monchengladbach. 

Grenzland  Galerie.  Aachen. 

Hans  Marcus  Antiquariat,  Diisseldorf. 

Galerie  G.  Paffrath,  Diisseldorf. 

Galerie  Mullenmeister.  Solingen. 

Galerie  Bruno  Meissner.  Zurich. 

Galerie  Alex  Finck.  Bruxelles. 

Kunsthandel  Gebr.  Douwes.  Amsterdam. 

Kunsthandel  Borzo. 's-Hertogenbosch. 

G.  Meyer.  Abbenbroek. 

Rob  Noortman  Kunsthandel  B.V..Hulsberg. 

A.J.de  Raad.  "s-Hertogenbosch. 

Kunsthandel  G.J.Scherpel.Bussum. 
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FAR  EAST  GALLERY 


/a/  J3w 


Rare  White  Glazed  Stem  Cup,  33  inches  high 
Tang  Dynasty 


134  Yorkville  Avenue,  Toronto,  Canada 
Tel:  (416)  922-5559 

open  Monday  through  Saturday  11  to  5 


LA//ON 

Lasson  Gallery 
82-84  Jermyn  Street 
London  SW1 
Tel.  01-629  6981 


PETER 
FARMER 


EXHIBITION 


Recent 
Paintings 


November  26th 
December  12th 


Bentlej  &  C 

Fine  Antique  Jewels 


Tine 
Victorian 
Diamond 
Brooch 


65  NEW  BOND  STREET  W.i. 
Tel.  01-629  °^57 
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DuMOUGHELLE  ART  GALLERIES,  Detroit,  Michigan  U.S.A. 


GALLERY  AUCTION 

Friday  evening,  November  21  at  7:00  p.m.  and  continuing  on 
Saturday,  November  22  at  11  a.m.,  Sunday,  November  23  at  12  noon 

featuring  properties  formerly  belonging  to 

A.  J.  FISHER  0,,h9pioneer 


automotive  family 


and  an 


Rock  crystal  and 
enamel  bottle.  Round 
enamel  frame  set 
with  two  round  cut 
crystal  sides. 
8"  high. 


Important  Ohio  Estate 


Above:  Antique 
French  Bureau  plat, 
Louis  XV,  (circa  1800). 

It  is  black  ebony 
with  bronze  ormula 
masks  at  corners 
6'4"  long,  3'2"  deep 
and  32"  high. 


Gobelin  tapestry, 
Classical  scene, 

signed  Boucher  1701. 

11'  high  and  8'  wide. 


Further  information, 
write  or  phone. 
Catalog  available, 
$4,  by  mail  $5. 
Terms  of  Sale:  Cash 
or  certified  check 
unless  credit  has 
been  established. 


Above:  Bronze 

figure, 
"Wood  Nymph" 
approx.  24"  high  by 
BESSIE  0NAHETEMA 
POTTER  V0NN0H. 
Cast  by  Roman 
Bronze  Works. 


DuMOUGHELLE  ART  GALLERIES  GO. 

409  E.  Jefferson,  Detroit,  Michigan,  U.S.A.  48226  •  Phone  (313)  963-0248 
Lawrence  F.  DuMouchelle  Joan  Walker  Ernest  J.  DuMouchelle 

Art  and  Estate  Auctioneers  and  Appraisers 


Italian  Carrara 
Marble  figure  of 
shepherd  boy. 
Signed. 


Sevres  Urns 
Hand  carved  Dining 
suite/marble  tops 
Gorham  Sterling  cande- 
labras  &  centerpiece 
Gold  plated  flatware 
English  solid  silver 
teaset,  circa  1854 
Gobelin  Tapestry,  after 
Boucher,  8'  x  11' 
Waterford  candelabra 
Louis  XV  Bureauplat 
Oriental  Rugs,  Kurd 
Bijar,  Tabriz,  Antique 
Kirman  &  others 
Georgian  Silver 
KNABE GRAND  PIANO 
European  Ivories 
Pair  Rose  Quartz 
bookends 
Rose  Quartz  lamps 
JADE  carvings 
Hand  carved  furniture 
Marble  statuary 
Bronze  figures 
Chinaware 
Crystal  glassware 
Oil  Portraits  by  INMAN 
Collection  of  OIL 
PAINTINGS 

and  much,  much  more 
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HARVEY  &  GORE 

4  BURLINGTON  GARDENS,  LONDON  Wl 

Cables:  Blubor  London  Wl    Tel  01-493  2714 


*v6  *. 
•*  £*  t  ■  z  *• 

-  W'* 


Diamond  heart  pendant,  c.  1 890.  Diamond  and  grey  pearl  double  heart  and  bow  brooch,  c.  1 870.  Diamond  and 
psarl  clasp,  c.  1860.  Diamond  flower  brooch,  c.  1825 

A  Victorian  gold  bracelet,  c.  1850,  set  with  fine  stone  cameos  of  the  16th  and  17th  centuries. 

We  shall  be  exhibiting  for  sale  a  collection  of  antique  Jewellery  in  TORONTO  CANADA 
at      The  Paisley  Shop 

889  Younge  Street  5th  Nov.  -  8th  Nov. 

The  O'Keefe  Centre 

for  the  Wimodausis  Fair         11th  Nov. -14th  Nov. 


When  in  Montreal 
Visit:  Dominion  Gallery 

THE  DOMINION  GALLERY  WITH  Rodin's  "Burgher  of  Calais"  and  Henry  Moore's 
"Upright  Motive"  in  front  of  its  buildings  has  17  rooms  on  A  floors 


Henry  Moore 
"Standing  Figure",  1975 
Bronze, 7y  x  3£  x  3£  inches 


SCULPTURES  BY: 

ARCHIPENKO 

MANZU 

**ARP 

MARINI 

•BARELIER 

••MATTHEWS 

••BONET 

•MINGUZZI 

CESAR 

MIRKO 

•CHADWICK 

••MOORE 

•COUTURIER 

••NEGRI 

♦♦ETROG 

PAOLOZZI 

•FARKAS 

REDER 

••FAZZINI 

••RODIN 

GARGALLO 

••ROUSSIL 

••GRECO 

••SCHLEEH 

HAJEK 

•SCHRECK 

•KENNEDY 

SUZOR-COTE 

•KUPER 

••WINANT 

♦•MAILLOL 

and  others 

PAINTINGS  BY: 

ADRION 

CHAPELAIN- 

••HERVE 

•  MORRICE 

AIZPIRI 

MIDI 

KRIEGHOFF 

NETCHER,  C. 

ANDREWS.  G. 

COURBET,  G. 

LAVERY 

OS.  JAN  VAN 

BEZOMBES 

DAWSON,  M. 

LEPINE 

OSTERLIND 

BIHAN.  D.  L. 

DERAIN 

LESIDANER 

♦•OUDOT 

BOSCH,  H. 

DUFY 

LOISEAU 

QUINAUX 

BOUDIN.  E. 

••EDZARD 

LUNY.  W. 

RENARD.  F. 

BREANSKI,  DE 

"EISENDIECK 

••MAHDY 

••RIOPELLE 

BRIANCHON 

FANTIN-LAT 

•MANZU 

ROYBET,  F. 

BROWN.  M. 

FEDERICO 

•MARINI 

SIMON,  T.  F. 

BUNDY,  E. 

FREIMAN,  L. 

MARCHAND,  A. 

THARRATS 

CAMERON 

••GALL 

MARLOW.  W. 

UNTERBERGER 

CAMPIGLI 

•GOMERY 

MARTIN-FER 

••VILALLONGA 

CARR 

HALS,  DIRK 

••MATHIEU 

WALTERS.  G.  S. 

CASSINARI 

HARPIGNIES 

MOLENAER,  B. 

WAROQUIER 

CAZIN.J.C. 

HEEM,  J.  D.  DE 

MOMPER,  F.  DE 

and  400  others 

••More  than  ten  works 

•More 

than  five  works 

Great  European  Artists 
1 8th  and  20th  Century 

Old  Masters 
I85  Canadian  Artists 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 
IN  CANADA'S  LARGEST  ART-DEALER  GALLERY 
1 438  Sherbrooke  West  Montreal 


Mayorcas  Ltd, 

Member  of  the  B ADA  Ltd. 


An  unusual  and  highly  colourful  ENGLISH 
Charles  I  Beadwork  Picture,  of  Charles  and 
Henrietta  Maria  surrounded  by  various  ani- 
mals, insects,  flora  and  fauna,  with  a  naive 
representation  of  the  sun  appearing  from 
clouds,  to  the  left  of  which  is  Greenwich 
Palace.  Worked  in  glass-beads  on  a  back- 
ground of  ivory  satin.  Circa  1 640.  Framed  in 
'japanned'  ebony  frame.  V  2"  x  V  7"  (36  x 
48  cms.) 

38  Jermyn  Street,  St.  James's 

London  S.W.I.       Telephone:  01-629  4195 
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Professional  advice  throughout  the  British  Isles  is 
free  of  charge.  Expenses  are  refunded  if  the  proper!)  is 
auctioned  by  us  and  realizes  more  lhan  £  1.000. 

Forthcoming  Sales 

Tuesday,  till  November 
FINE  WINES 

Tuesday.  Ilthand25th  November 
S 1 1  \  IK 

Wednesday, 5th and  l'>ih  \<>i<niber 
WATERCOLOURS,  DR  VWI'NGS  AND  PRINTS 

Wednesday,  12th  November 
FINE  FURS 

Wednesday,  19th  November 
CARPETS  WD  RUGS 

II  ednesday,  2(>th  November 
FINE  BOOKS 

Thursday,6th,  I3th,20th  and 27th  November 
WT101  K  I  I  KMTl  HE 

Thursday.  <>th  November 
FINE  PAINTINGS 

Thursday.  13th  November 

17th,  18th  &  19th  CENTURY  PAINTINGS 

Thursday,  20th  and  27th  November 
EUROPEAN  PAINTINGS 

Friday,  7th.  1  kh,  21st  and  28th  November 
PORCELAIN  &  WORKS  OF  ART 


The  frontispiece  of  Galilei's  Dialogo,  1632. 
To  be  sold  on  the  26th  November. 


Dean  Wolsteiiholme,  The  Essex  Hunt  1831,  Meeting  at  Matching  <> 
one  of  a  sel  of  four,  oil  on  panel,  10  x  14  inches  (25.5  x  35.5  cms.). 
To  be  sold  on  the  6th  November. 


SCHOOLE  OF 

SKI  L: 

Containing  two  Tooftes : 
The  firft,  of  the  Sphere,  of  heauen,  of  the 

Starrcs,oftheirOrbcs,  andcfthcE?ith,&c, 

The  fecond,  ofthe  Sphericall  Elements, 

of  the  celcfiull  Circlcs,andofihcirvfcs,&c, 

Orderly  fee  forth  according  to  Art, 

with  apt  Figures  and  proportions  in 
their  proper  places,  by 
Tin.  MIL 


W.&F.C.  Bonham  and  Sons  Limited. 
Montpelier  Street,  London,  SW7  1HH. 
Telephone  01-584  9161. 

8  Atholl  Crescent,  Perth.  Telephone  Perth  32302/3. 


AT  LONDON. 
Printed  by  T.  ludfon,  for  -W. laggard*. 


The  title  page  from  Hill's  Schoole  ofSkil,  1599. 
To  be  sold  on  the  26th  November. 


Si 


"In  Toronto" 
Fine  paintings  by 
r —  recorded  artists 


"Country  Life" 
J.  F.  Herring,  Jr. 
1815-1 907 
Canvas  size  -  29  x  39"  -  74  x  99  cm. 
Outside  frame  -  36  x  46"  -  91  x  1 1  7  cm. 


Including  works  by: 

Berne  Bellecour,  F.  M.  Bennett,  F.  A.  Bridgman,  Arnesby  Brown,  R.A., 
Rosa  Bonheur,  Edgar  Bundy,  A.R.A.,  J.  B.  Burgess,  A.  de  Breanski, 
D.  Y.  Cameron,  Ivan  Choultse,  J.  van  Chelminski,  Vincent  Clare, 
Montague  Dawson,  H.  C.  Delpy,  E.  Detaille,  Dietz  Edzard,  Suzanne 
Eisendieck,  Rudolph  Ernst,  Frederick  Goodall,  R.A.,  Paul  Grolleron, 
Leon  L.Hermite,  J.  J.  Henner,  J.  F.  Herring  Jr.,  Joseph  Highmore, 
Bernard  de  Hoog,  A.  Hulk,  W.  Lee  Hankey,  J.  S.  H.  Kever,  W.  Calcott 
Knell,  Aston  Knight,  Dame  Laura  Knight,  Ridgeway  Knight, 
L.  Lassalle,  Sir  John  Lavery,  R.A.,  B.  W.  Leader,  Franz  von  Lenbach, 
Han  van  Meegeren,  J.  C.  Meissonier,  Franz  Moormans,  Wm. 
J.  Muller,  Allan  Ramsay,  Antonio  Reyna,  Lucio  Rossi,  Ferdinand 
Roybet,  W.  Denby  Sadler,  G.  Seignac,  Wm.  Shayer  Sr.,  F.  W.  Watts, 
G.  F.  Watts,  Felix  Ziem  and  others. 

FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  921-3522 
Area  Code:  41  6 


G§cottish  Painters 

At  Home  and  Abroad  1700- 1900 
By  David  and  Francina  Irwin 

This  handsome  book  is  the  first  major  study, 
based  on  modern  art-historical  method,  to  open 
up  an  area  of  British  art  which  in  spite  of  its 
interest  has  remained  largely  a  virgin  field  of 
research.  No  extensive  book  on  the  subject  has 
been  published  for  seventy  years.  Many  works  are 
reproduced  for  the  first  time,  and  the  selection 
presents  a  fresh  image  of  the  activities  of  Scottish 
painters.  With  eight  colour  plates  and  208  black 
and  white  reproductions.  £25 


Faber  &  Faber 

3  Queen  Square  London  WCi 
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SEND  NOW  for  this  SUPERB 
Connoisseur's  Diary  &  Appointments  Book 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
three  hundred  applications  can  be  accepted.  Bound  in 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matching  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refills.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  each  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques.  Sovereigns  of  England, 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 


The  Diary  and  Appointments  Book  is  sent  to  you  in  a 
specially  designed  matching  protective  container  and  only 
the  first  three  hundred  applications  can  be  accepted. 
Overall  size  10"  x  7|"  Price  £12  (including  VAT  UK 
only).  $29.00  to  U.S.A.  Refills  only,  £4.00  (including 
VAT  UK  only).  $9.60  to  USA. 


Postage  and  Packing 
per  Diary  U.K.  50p 
Europe  £2.25 
U.S.A.  $5.75 
Far  East  and 
Australia  £3.00 


Postage  and  Packing 
per  Refill  U.K.  £0.20 
U.S.A.  $3.50 
Elsewhere  £1.00 


ORDER  FORM  VAT  No.  238  3874  23 

I  TO:  The  Connoisseur  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

I  (Reg  Office)  Reg  No.  1 12955  England. 

j  Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1976.  Amount  

■  Mr/Mrs/Miss  

'  If  required,  please  state  initials   2nd  Copy   3rd  Copy  

'  Address  

I  

If  you  do  not  wish  to  use  the  coupon,  simply  write  to  the  address  above. 
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ANNOUNCING  VOLUME 
XVI  OF  THE 

JOURNAL  OF  GLASS 
STUDIES 


The  leading  international  publication 
containing  articles  on  every  aspect  of 
the  history  of  glass. 

The  Journal  includes  a  check  list  of  the  most 
recent  publications  on  the  art  and  history  of 
glass  and  lists  of  important  acquisitions  made 

by  public  and  private  collections  in  the 
United  States  and  abroad.  Volume  XVI,  1 974, 
contains  the  following  articles: 

A  Phoenician  Glass  Bowl  from  Nimrud 
Gusta  Lehrer 

A  Vas  Diatretum  from  Thrace 
Aleksandra  Dimitrova 

A  Note  on  Glass  Medallions  in  Oxford 
Michael  Vickers 

Lattimo  -  A  Group  of  Venetian  Glass 
Enameled  on  an  Opaque-White  Ground 
Timothy  H.  Clarke 

The  Early  Finnish  Glass  Industry 
Jacob  See/a 

The  Koefoed  Goblet 
Ada  Polak 

A  Glass  Wig 
Hanne  Frosig 

The  Glazing  of  the  Crystal  Palace 
Paul  Ho/lister 

Roman  Glassware  in  the  Museum  of 
Murano  and  the  Murano  Revival  of  the 
Nineteenth  Century 
Rosa  Barovier 

Adolf  Loos  and  Glass  Design  -  Loos' 
Correspondence  with  Stephan  Rath 
Vera  Behalova 


Subscriptions  at  $1  5.00  per  year,  plus 
65  cents  (U.S.  postage  and  handling), 
or  $1.10  (foreign  postage  and  handling). 
Add  New  York  State  tax,  where  applicable. 
May  be  ordered  from: 

THE  CORNING  MUSEUM 
OF  GLASS  (Dept.  C) 
Corning  Glass  Center      Corning,  New  York  14830 


(A  PARTNERSHIP) 

Antiques  and  Works  of  Art 

The  American  Birds  of  Dorothy  DOUGHTY 


Lazuli  Buntings  and 
Choke  Cherry. 

BEWICK  WRENS  and 
YELLOW  JASMINE. 

___ 

PARULA  WARBLERS  and 
SWEET  BAY. 

From  our  collection  of  Royal  Worcester  Limited  Editions. 
736  Seventeenth  Avenue  Southwest  Calgary, 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 


THE  TAPPIT  HEN  ANTIQUES 

3050  GRANVILLE  ST..  VANCOUVER,  B.C.    V6H  3J8 
DR.  H.  L.  PATRICK  Phone  (604)  731-8021 


Inlaid  Georgian  mahogany  sofa  table  c  1790  standing 
on  an  antique  Tekke  Turkoman  rug. 
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A  Selection  of  Fine  Longcase  Clocks 
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Early  i8thC.  walnut  long  case 
clock  by  Joshua  Savage  with 
one  month  duration. 
Ca.  if 20.  7ft.  6  ins 


Late  i8thC.  mahogany  long 
case  clock  by  Isaac  Hewlett  of 
Bristol  with  moving  father  time 
in  arch,  one  week  duration. 
Ca.  1775.  7  ft.  10  ins. 


Fine  early  i8thC.  red  lacquer 
long  case  clock  by  John 
Hindmore  of  London,  with 
one  week  duration. 
Ca.  1 720.  8  ft  6  ins. 


Mahogany  long  case  clock  with 

satinwood  inlay  and  square 
silvered  dial  by  John  Knox  of 
Dundee.  One  week  duration. 
Ca.  1790.  7  ft.  1  ins. 


Fine  Eighteenth  and  Early  Nineteenth  Century 
Furniture  and  Works  of  Art 

67-70  CHALK  FARM  ROAD  •  LONDON  NWl  01-485  1504  01-267  2767 


Antiques  from  Abroad . . . 

A  superb  Hepplewhite  bow  front  mahogany 
chest.  2 1  inches  deep;  40  inches  wide; 
4U/2  inches  high.  $1800.00 

A  fine  English  Regency  portrait  from  the 
Bluecoat  School  outside  Newbury.  3 1  inches 
wide;  37  inches  high.  §850.00. 


A.S.I.D.  MEMBERS 
Louise  A.  Mendel 
Julian  DePree 
Jack  R.  Blankenburg 


1000  HAMILTON  AVE.,  LOUISVILLE,  KY.  40204  TEL(502)  587-661 1 


ART  NOUVEAU 


HECTOR  GUIMARD 
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An  original  Paris  "Metropohtain  Station"  panel  by  Hector 
Guimard.  Circa  1900.  29J"  by  24J".  In  cast  iron,  from  the 
Place  de  I'Etoile,  Paris  (demolished,)  this  open  work  shield 
is  cast  with  characteristic  formalized  scroll  motifs  of  the  Art 
Nouveauarchitectjre"StyleNouille"of  France.  Green  paint- 
ed. Hector  Guimard,  (1867-1942),  the  French  "architecte 
d'art",  designed  the  station  entrances  and  pavilions  for  the 
Paris  Metro,  most  of  them  created  in  1  900.  They  are  the  prod- 
ucts of  architecture  and  applied  art,  of  sculpture  and  decor- 
ation and  are  true  to  the  decorative  style  of  Art  Nouveau. 

One  of  the  most  infrequently  offered  examples  of  Art 
Nouveau  and  lacking  from  many  fabulous  collections.  Truly 
a  museum  piece. 

TEAM  ANTIQUES 

Box  52,  Great  Neck,  N.Y.  1 1023  •  (516)  HU  7-1826 
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A  dessert  service  of  great  distinction  — 

nine  silver-gilt  dishes  by  Thomas  Pitts 


In  early  interpretation  of  Adam  neoclassical  formality  for  nine  magnificent  oval  dessert  baskets  made  in  London 
i  1771/2  by  Thomas  Pitts,  a  silversmith  especially  noted  for  his  baskets  and  epergnes.  The  contemporary  gilding 
j  of  a  fine  colour  and  the  detail  of  the  workmanship  remarkable.  The  spreading  sides  are  pierced  with  rows  of 
tatted  rosettes  within  interlaced  trelliswork  rising  to  the  rims,  which  are  decorated  with  small  rosettes  and  alternating 
'of  motifs,  and  which  are  cleverly  and  neatly  strengthened  by  a  band  attached  to  the  underside.  Each  basket  is 
"[graved  with  the  crest  of  Bouverie  below  an  EarVs  coronet,  for  the  Earls  of  Radnor.  The  nine  dishes  together  weigh 
#5  oz.  (5755  g.)  and  are  in  three  sizes;  the  largest,  shown  in  the  centre  is  14I  in.  (37.5  cm)  long,  the  large 
air  in  the  foreground  arc  13  in.  (?j  cm.)  long,  and  the  remaining  series  of  six  are  each  ill  in.  (30  cm.)  long 


rom  the  collection  of  fine  silver  for  the  collector  at 

SIMON  KAYE  LTD. 


ll  ALBEMARLE  STREET 
PICCADILLY  •  LONDON  Wl 

Telephone  01-493  7658 


/.  FREEMAN  Sl  SON  INC. 

12  East  52nd  Street 
New  York  NY  10022. 

Telephone  JS9-6900 

Members  of  the  Art  and  Antique  Dealers'  League  oj  America  Inc. 
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I    Do  You  Purchase  Antique  Items. . . 


Transportation  Specialists  in 
Antiques  &  Objects  d'Art 

Let  us  transport  your  selections  from  that  obscure 
little  backstreet  shoppe  in  Britain  or  on  the  continent 
to  your  home.  For  that  matter,  let  our  "Hot  Line" 
service  expedite  your  San  Francisco  and  Los  Angeles 
deliveries.  Nothing  too  small/large. 

Michael  Davis 

Shipping  Offices  serving 
London,  Paris,  San  Francisco,  Los  Angeles 
4725  Alia  Road 
Los  Angeles,  California  90066 
Call  Collect:  (213)  822-5046 


18th  c.  Chinese  Armorial 
Export  Porcelain  —  61  pieces 


BILL  CORNFIELD  GALLERY 

A  n  tie/ ues    I n  terior  Design 
1 295  Coast  Village  Road  Santa  Barbara,  California  93108 
(805)  969-3337 


Red  Lacquer  Chinoisserie  Kneehole  Desk  —  Circa  1690 


17TH  AND  1BTH  CENTURY  ANTIQUES  OF  THE  FINEST  QUALITY 
ALSO,     19TH     CENTURY     COLLECTION     OF     AMERICAN  PAINTINGS 

RICHARD  YEAKEL  ANTIQUES 

1175  So.  Coast  Hwy.  •Laguna  Beach,  Ca.  92651  •  (714)  494-5526 


H.  POLLOCK 


Helene  Pollock 
(213) 659-2525 


ANTIQUE  SULTANABAD  13     X  16  8 
PALE  BLUE  BORDER   WITH  YELLOW 
AND  GREEN.     CLEAR  RED  FIELD. 

703  North  La  Cienetia  Boulevard 
Los  Angeles,  Ca.  90069 


Associates 


L.  H.  Selman's 
If 


PAPERWEIGHTS 
FOR  COLLECTORS 


A  spectacular  new  book  with  225  full  color  photographs.  For  the 
first  time  an  illustrated  history  and  identification  guide  for  antique 
and  modern  paperweights.  Send  $27.50.  Postage  paid  by  publisher. 

L.  H.  SELMAN  LTD 

Paperweight  Specialists 

407  Cliff  Street  Suite  4,  Santa  Cruz,  Calif.  95060 
^  (408)427-1177   u 
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a  catalogue  of 
a  thousand 
&  one  books 
for  sale  on . . . 


furniture  interior  design  mural 
mosaics  ceilings  exhibitions 
ceramics  •  metalwork  jewelry 
textiles  ■  vases  •  ornament  and  alst 
some  original  drawings 

B.  Weinreb  ; 
Architectural  Books  Ltd 

93  Great  Russell  Street  London  WCiB  3QL 
£4  paperback   £8  cloth 

CHEQUE  WITH  ORDER  PLEASE 


A  fine  Silver-Gilt  Two-Handled  Bowl  by  the  celebrated 
London  Goldsmith. 
Made  1810. 

Height:  11  inches.  Diameter:  12  inches.  Weight:  124  ozs. 


The  cup  was  made  in  Paul  Storr's  Workshop  at  53  Dean  Street,  Soho. 
"In  1807,  Storr  was  persuaded  to  take  over  the  manufacturing  side  of 
Rundell,  Bridge  and  Rundell.  This  branch  of  the  firm  was  called 
"Storr  and  Co."  with  workshops  at  53  Dean  Street,  while  the  parent 
company,  run  by  Philip  Rundell  and  John  Bridge,  was  the  retail  out- 
let for  the  workshops'  products."  (The  marks  of  the  London  Gold- 
smith) p.  324,  by  John  P.  Fallon. 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75  38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America. 
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Part  of  an  important  Nantgarw  dessert  service,  acquired  about  1818  by 

the  Prince  Regent  as  a  gift  for  his  younger  brother, 

Adolphus,  the  Duke  of  Cambridge,  on  the  occasion  of  his  marriage 

to  the  Princess  Augusta  of  Hesse- Cassel. 

Items  to  be  sold  individually. 

Previously  unpublished;  a  specimen  from  this  service  will  be  illustrated  in  W.  D.  John's 
forthcoming  book  on  Nantgarw  Porcelain. 


Spink  &  Son 


Spink 

>n  Ltd  JL.  Kin^  Street,  St  Tame 


James's,  London  SWi.  Tel  01-930  7888  (24  hours).  Telex  916711. 
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This 

insatiable 
whirlpoole 

of  the 
covetous 

mind 


Oswald  Spengler  merely  wrote  about  the 
Decline  of  the  West  -  we,  some  two 
generations  later,  are  in  the  unenviable 
position  of  actually  forming  part  of  it.  It  is  difficult 
to  dismiss  the  impression  that  we  are  indeed 
descending  the  slippery  slope  and  that  the  glazed 
inertia  with  which  so  many  of  the  citizens  of  Great 
Britain  are  afflicted  is  all  part  of  the  inexorable 
unfolding  of  a  programme  of  doom.  But,  however 
hopeless  a  situation  may  appear  to  be,  it  is  still  the 
duty  of  honest  men  and  true  to  raise  their  voices  in 
righteous  indignation  in  the  face  of  palpable 
injustice  and  to  shout  'enough'  when  reasonable 
freedom  of  action  is  threatened. 

This  issue  of  The  Connoisseur  is  partially  devoted  to 
the  art  of  the  jeweller  and  provides  an  appropriate 
platform  upon  which  to  discuss  a  section  of  our  artistic 
community  who  have  been  flagrantly  discriminated 
against.  Our  concern  is  for  the  dealers  in  antique 
jewels,  silver  and  gold  plate  and  (out  of  the  blue) 
jade  objects,  who  have  been  singled  out  for  special 
fiscal  punishment. 

The  Value  Added  Tax  imposed  on  the  profit 
margin  in  transactions  involving  antique  objects 
previously  fixed  at  8%  for  the  antique  trade  generally, 
has  now  been  increased  to  25%  for  these  particular 
commodities  only,  leaving  furniture,  porcelain  and 
paintings,  inter  alia,  at  the  old  and  more  tolerable  rate. 
If  the  previous  government's  overall  charge  of  10% 
for  all  antiques  had  been  retained  (and  the  temptation 
to  reduce  the  rate  by  2%  for  purely  political  kudos 
resisted),  nobody  would  have  objected  and  this  new 
hardship  would  not  have  arisen. 

It  is  perhaps  not  widely  enough  recognised  that 
antique  dealing  is  an  honourable  calling  and  not  a 
sort  of  licensed  Mafia  operation.  The  best  dealers  in 
this  country  are  proud  of  their  accumulated 
scholarship  and  experience  and  are  fiercely  jealous 
of  their  reputation  for  fair  trading.  They  are  not 
merely  agents,  (this  role  is  undertaken  by  the  auction 
houses  as  they  are  quick  to  point  out  at  the  first 
nicker  of  trouble  with  a  client),  but  are  true  custodians 
of  our  National  Heritage.  Our  trade  organisations, 
The  British  Antique  Dealers'  Association,  The 
Society  of  London  Art  Dealers  and  the  London  and 
Provincial  Antique  Dealers'  Association,  to  name  but 
three,  together  represent  a  formidable  amalgam  of 
wisdom  and  integrity  unrivalled  throughout  the 
world.  Faced  with  this  fresh  burden,  these  specialist 
dealers  now  find  it  increasingly  hard  to  carry  out  the 
responsible  functions  for  winch  they  have  been 
trained. 

National  treasure  in  the  form  of  historic  jewels  or 
fine  examples  of  silver  or  gold  plate  are  now,  as  a 
direct  result  of  this  wrong-headed  ruling,  far  more 
likely  to  leave  our  shores  since  the  temptation  to 
sell  abroad  to  buyers  who  are  unencumbered  by  a 
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crippling  surcharge  will  be  overwhelming  to  dealers 
already  financially  hard-pressed  at  home.  Thus 
precious  items  from  our  national  heritage,  as  they 
become  available,  arc  already  slipping  away  from  our 
own  private  collections  and  museums.  Antique 
dealers  have  a  splendid  record  of  help  generously 
extended  to  our  National  Collections  and  there  can 
be  very  few  museum  Directors  who  will  not  readily 
acknowledge  that  without  this  practical  assistance 
their  inventories  would  be  sadly  impoverished. 

In  the  debate  in  the  House  of  Commons  on 
I7july  this  year  on  the  subject  of  vat,  it  is  on  record 
that  the  Financial  Secretary  to  the  Treasury,  having 
recognised  that  all  is  not  well  with  the  legislation 
is  it  stands,  gave  an  assurance  that  the  situation 
R-a-m  jewels,  plate  and  jade  would  be  looked  into 
in  the  Autumn.  According  to  the  Oxford  English 
Dictionary,  Winter  commenced  on  i  November,  and 
we  would  ask  that  when  this  new  examination  of  the 
Droblem  takes  place,  the  eyes  of  the  examiners  be  not 
nisted  over  by  political  or  doctrinal  obfuscations.  The 
tour  is  late  and  the  need  is  urgent.  The  sweet  voice  of 
•eason  heard  from  the  Treasury  benches  is  especially 
velcome  when  one  considers  the  climate  of  envy  and 
trejudice  deliberately  generated  by  politicians  and  a 
ociferous  group  of  trendy  art  journalists  baying  for  a 
health  Tax.  At  this  critical  time,  it  is  tragic  that 
he  office  of  Minister  of  the  Arts  should  be  occupied, 
lot  by  a  public  figure  of  unquestionable  significance, 
>ut  by  a  well  meaning  trades  union  dunce  who 
^resides  with  undisguised  enthusiasm  over  the 
lisposal  of  his  country's  birthright. 

Donne  has  a  phrase  in  one  of  his  sermons  about 
this  insatiable  whirlpoole  of  the  covetous  mind' 
nd  this  is  exactly  what  we,  today,  are  up  to  our 
ecks  in. 

Lord  Goodman  (unquestionably  a  significant 
igure)  declared  his  own  more  wholesome  credo  in 
inging  tones  at  Goldsmith's  Hall  earlier  this  year  on 
le  occasion  of  the  bada  Annual  Banquet,  and  his 
/ords  are  so  relevant  in  this  context  that  they  merit 
:tting  down  here: 

'There  is  no  better  instinct  than  that  of  a  man 
'  »'ho  wants  to  collect  something  because  he  loves  it. 
i  "here  is  no  worse  instinct  than  that  of  a  man  who 
j  .ants  it  taken  away  from  another  man  because  the 
ther  man  loves  it.  On  the  whole,  the  impulse  of 
reed  is  not  a  particularly  good  one  . .  .  but  I  think 
j  le  impulse  of  envy  is  indescribably  more  horrible. 

"he  man  who  is  greedy  is  only  concerned  to  enrich 
j  imself ;  the  man  who  is  envious  is  concerned  to 
espoil  everyone  else,  and  I  hope  that  as  a 
overnmental  policy,  the  notion  will  be  dismissed 
i  lat  what  everyone  has  not  got  no  one  should  have, 
I;  ad  we  should  prepare  a  sensible  and  civilised  policy 
'  hich  will  ensure  that  more  and  more  people  can 
Mie  to  love  more  and  more  beautiful  things'. 


Seemly  advice  indeed. 

The  Labour  Party  for  their  part,  published  last 
month  a  discussion  document  for  the  Labour 
Movement  entitled  'The  Arts'.  The  twenty-eight 
pages  range  over  the  entire  spectrum  of  the  artistic 
held,  Theatre,  Music,  Literature  and  Films,  but  also 
include  sections  on  Museums  and  Galleries  and 
another  finally  on  Finance.  The  Introduction  lists  a 
number  of  objectives,  the  fourth  of  which  opens 
w  ith  the  words  'to  maintain  our  historic  cultural 
heritage  and  cultural  standards'  and  the  section  on 
Finance  has  another  set  of  objectives  the  sixth  of  which 
(io.f)  reads  'to  zero-rate  vat  for  all  the  arts'.  An 
impression  of  concern  is  thus  to  be  projected  as  the 
faithful  get  together  and  talk  piously  of  the 
millennium.  This  thin  coat  of  whitewash 
will  no  doubt  be  slapped  on  with  the  traditional 
double-tongued  brush  that  we  know  so  well. 

No  one  will  be  taken  in. 

A.  Kenneth  Snowman 
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Between  the  years  i860  to  1895  the  Italian  refugee  Carlo  Giuliano  rose  from  working  for  the 
retail  jewellers  Hunt  and  Roskell  and  Emmanuel,  to  the  position  of  being  the  proprietor  of 
one  of  London's  most  fashionable  and  exotic  houses.  Geoffrey  Munn  describes  the  course  of 
this  ascent  and  documents  for  the  first  time  the  important  place  held  in  this  progression  by 
Pasquale  Novissimo  and  Castellani  of  Rome. 


THE  GIULIANO  FAMILY 


Art  Jewellers 
Geoffrey  Munn 


IT  is  perhaps  significant  that  the  family  which  may 
well  be  accounted  the  most  outstanding  British 
jewellers  of  the  late  nineteenth  and  early  twentieth 
century  should  be  immigrants.  A  particular  ambition 
coupled  with  an  extraordinary  ability  were  the  two 
characteristics  of  the  Giuliano  family  which  con- 
tributed most  of  all  to  their  history  of  success. 

The  biographical  details  of  Carlo  Giuliano  (No.  1) 
before  his  arrival  in  England  and  the  beginnings  of  his 
career  remain  uncertain.  It  is  traditionally  believed  that 
Robert  Phillips,  an  enterprising  English  jeweller  trad- 
ing in  Italy  in  the  mid-nineteenth  century,  persuaded 
the  young  Neapolitan  to  leave  his  home  country  to 
pursue  the  profession  of  goldsmith  and  jeweller  unin- 
hibited by  the  vacillations  of  contemporary  Italian 
politics,  and  fostered  by  the  relative  affluence  of 
Britain. 


How  long  he  remained  under  the  auspices  of 
Phillips  is  not  known,  but  by  i860  a  workshop  had 
been  opened  by  Giuliano  at  13  Frith  Street  and  on 
17  February  three  years  later  he  entered  a  mark  at 
Goldsmith's  Hall,  showing  himself  to  be  an  independ- 
ent designer  and  manufacturer.  However,  then,  as 
now,  an  aspiring  jeweller  had  need  of  wealthy  patrons 
for  his  art  and  these  Giuliano  found  in  the  establish- 
ment of  Harry  Emmanuel  of  18  New  Bond  Street, 
whose  discerning  eye  recognised  the  quality  of  the 
jewellery  and  exhibited  it  in  his  spacious  salon  and  on 
his  stand  at  L'Exposition  Universal  of  1867  in  Paris. 

1  lie  Art  Journal's  resume  of  the  Exhibition  illust- 
rated a  pendant  (No.  2)  from  Emmanuel's  stock,  in  the 
Renaissance  manner,  which  can  be  seen  to  be,  despite 
sume  inaccuracies  on  the  part  of  the  engraver,  the  same 
pendant  by  Carlo  Giuliano  (No.  3)  as  that  now  in  the 


Colour. 

A.  Designs  for  je\vell( 
by  Pasquale  Novissirr 
for  the  Giulianos. 
Watercolour  on  card. 
Collection  of 
Airs.  Linda  Robinson 
and  Mrs.  Daphne  Novi 


Above. 

2.  Detail  of  the  Art  Jo 
resume  of  L'Expositi 
Universal,  illustrating 
a  pendant  from 
Emmanuel's  stock. 

3 .  Pendant  of  enamel! 
gold,  set  with  rubies 
and  diamonds  and  hu 
with  sweet-water  pea 
Signed  C.  G. 
Length :  3  f6  inches ; 
Width:  i£  inches. 
Given  by 

C.  and  A.  Giuliano  to 
I  'ictoria  and  Albert  Mi 


1.  Carlo  Giuliano,  1831-1895. 
Collection  of  W.  F.  Little. 
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4.  Parure  111  the  Classical  manner  0 
enamelled  gold  and  set  with  sapphires  and  rubies. 
Signed  c.  G.  Retailed  and  cased  by  Hunt  and  Roske 
Private  Collection. 

collection  of  the  Victoria  and  Albert  Museum. 

A  similarly  commcnsalistic  relationship  existed 
between  Giuliano  and  Hunt  and  Roskcll,  Court 
Jewellers,  as  the  cased  suite  (No.  4)  testifies. 

It  was  as  a  result  of  business  transacted  in  the  show- 
rooms of  these  two  jewellers,  and  possibly  others  that 
Giuliano  was  to  become  financially  sound,  socially 
polished,  and  linguistically  fluent  enough  to  acquire 
his  own  retail  outlet  in  1874  at  1 1 5  Piccadilly,  retaining 
for  another  three  years  a  manufactory  at  13  Frith 
Street.  The  atmosphere  at  the  new  premises  must  have 


been  opulent  and  slightly  exotic,  carpeted  in  red  and 
hung  with  English  watercolours,  they  later  boasted  a 
gramophone. 1  The  shop  displayed  cases  containing 
jewels  after  the  antique,  and  the  accented  proprietor 
attentively  waited  on  his  elegant  clientele. 

It  was  at  Piccadilly  that  Giuliano  first  described  him- 
self as  an  'Art  Jeweller'  and  it  is  perhaps  this  selfstyling 
which  is  our  greatest  clue  to  the  essence  of  his  work.  In 
this  a  gaudy  display  of  intrinsic  value  is  always  subju- 
gated to  the  exercise  of  harmonious  design  combined 
with  superlative  craftsmanship.  In  order  to  exercise 
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these  two  prerequisites  of  his  art,  his  chosen  inspiration 
seems  to  have  been  totally  retrospective. 

In  1 86 1  the  historically  accurate  and  technically 
superb  revivalist  jewellery  of  Fortunato  Pio  Castellani 
was  first  exhibited  in  London,  and  later  'Etruscan' 
jewellery  from  antique  models  by  the  same  maker  w  as 
to  be  seen  at  the  Paris  Universal  exhibition  of  1867. 
Undoubtedly,  these  pieces  were  admired  by  Giuliano, 
as  by  the  rest  of  Europe,  and  were  considered  fitting 
vehicles  for  his  initiative.  Many  pastiches  in  the  antique 
manner  w  ere  executed  of  which  No.  5  may  w  ell  be  the 
most  impressive.  It  is  tempting  to  suggest  that  it  is  this 
very  jewel  which  Mrs.  Howeis  describes  in  the  follow- 
ing passage  from  "The  Art  of  Beauty' : 

'Mr.  Giuliano  oj  Piccadilly  and  Messrs.  Phillips  of 
Cockspur  Street  merit  special  attention  for  their  artistic 
appreciation  of  good  forms  of  good  work.  In  the 
establishments  of  these  two  gentlemen,  who  are  most 
courteous  in  exhibiting  their  productions  to  artists  and 
enquirers,  work  equal  in  technical  ability  to  any  of  the  old 
may  be  seen.  Indeed,  modern  technical  work  actually  excels 
the  old,  as  I  convinced  myself  one  day  at  Mr.  Giuliano's  in 
a  necklace  oj  his  own  design  and  workmanship,  worthy  for 
its  beauty  of  a  place  in  a  museum  of  art.  The  grain  work 
(each  grain  being  made  of  gold  and  laid  on  separately,  not 
imitated  by  frosting)  was  finer  than  any  I  saw'. 

Certainly  Giuliano  himself  considered  these  grenaille 
w  orks  worthy  of  a  place  in  a  museum,  for  on  his  death 
he  bequeathed  eighteen  pieces  from  his  stock  to  the  then 
South  Kensington  Museum,  together  with  enamelled 
jew  els  to  the  value  of  £200.  Regrettably  nineteenth- 
century  museum  security  bore  no  comparison  with 
that  of  today  and  this  resulted  in  the  theft  in  Novem- 
ber 1899  of  almost  the  complete  collection.  Today 
only  the  detailed  acquisition  registers  remain  describing 
the  bequest.  However,  knowing  their  source  the  Clerk 
had  erroneously  attributed  all  the  pieces  to  Giuliano. 
Almost  certainly  eight  of  the  twenty-four  jewels  bore 
the  cipher  of  the  firm  of  Castellani,  wrongly  read  as 
C.  G.  in  monogram. 

Assuming  that  Augusto  Castellani  had  spent  some 
part  of  his  life  in  London,  perhaps  during  the  period  of 
bis  political  exile  of  1848  to  1858,  it  seems  likely  that  the 
firm  of  Giuliano  represented  an  English  retail  outlet  for 
jewels  manufactured  in  Rome  by  the  Castellani  family, 
[ustification  for  this  suggestion  is  provided  when  the 
aecklace  shown  in  Nos.  5  and  6  is  seen  to  bear  the  marks 
jf  Castellani  and  Giuliano  on  its  pendant  mask. 
Purchased  by  the  Museum  in  1900  for  ^250,  it  accom- 
panied the  gift  of  Carlo  and  Arthur  Giuliano  of  a 
urther  four  jewels  by  Castellani,  and  two  by  their 
'ather.  Of  all  the  Castellanis'  achievements,  they  are 
emembered  most  of  all  for  their  revival  of  the  ancient 
echnique  of  granulation,  and  it  now'  seems  safe  to 
issume  that  they  passed  the  art  on  to  Carlo  Giuliano 
nd  profoundly  influenced  his  work  in  this  field. 


5.  Necklace  in  the  Etruscan  manner  with  a 
head  of  Achelous,  after  a  bronze  original 
in  the  British  Museum.3  Granulated  gold. 
Signed  c.  g.  together  with  the  cipher  of 
the  Castellani  family.  Length:  i6|  inches. 
Victoria  and  Albert  Museum. 

6.  The  signatures  of  Castellani  and  Giuliano 
appearing  together  on  the  reverse  of  the 
pendant  mask  illustrated  in  No.  5. 


7.  [Jl.it  k  and  white 
enamelled  gold, 
diamond  and  pearl 
tecklet  of  Indian 
inspiration. 
Signed  c.  &  A.  c. 
Photograph : 
Christie's,  Geneva. 


Colour. 

Top  left. 

13.  Enamelled  gold 
and  gem  set  brooch 
of  an  Egyptian  deity. 
Signed  c.  c. 
Photograph : 
Wartski,  London. 

Top  right. 
C.  Box,  gold 
mounted  enamelled 
en  plein  with  a 
butterfly,  fruits  and 
gold  scrollwork. 
Signed  in  full 

C.  Giuliano  in  the 
counter  enamelling. 
Diameter:  i  inch. 
A.  K.  Snowman 
Collection. 

Left. 

D.  Enamelled  gold 
and  multicoloured 
sapphire  necklet. 
Signed  c.  &  A.  G. 
Length:  16  inches; 
Width :  2  ,*ff  inches. 
Royal  Collection. 


Worthy  of  note  in  the  bequest  of  1895  is  an  ornate 
pendant  ot  multicoloured  champleve  enamels  said  to  be 
'in  imitation'  of  the  enamelled  work  of  Jaipur;  a  style 
to  be  explored  further  bvCarlo  and  Arthur  Giuliano  in 
later  years  (No.  7).  Of  interest  too  is  a  tiny  replica  in 
gilt-bronze  of  a  figure  of  Victory  found  in  Pompeii,  for 
it  exemplifies  a  wide  ranging  interest  in  the  past  so 
persistently  evident  in  the  whole  of  Giuliano's  canon. 

In  his  article  'Art  Forgeries  and  Counterfeits' 
(Magazine  of  Art,  1903-1904)  M.  H.  Spielmann 
describes  Giuliano's  revivalist  Etruscan  jewels  as  being 
little  masterpieces  executed  as  an  artistic  tour  de  jorce. 
Inasmuch  as  these  may  be  regarded  as  intellectual 
exercises,  so  jewels  in  the  manner  of  the  seventeenth 
century  were  often  created  with  the  ideals  of  beauty 
and  wcarability  taking  precedence  over  historical 
accuracy.  The  pendant  seems  to  be  the  medium 
through  which  Giuliano  chose  to  show  to  the  hill  the 
diversity  of  his  skills  in  design.  Very  often  of  open- 
work gold  they  were  decorated  with  polychrome 
enamels  front  and  back,  set  with  cabochon  stones  of 
colour  and  hung  with  baroque  pearls.  The  example 
illustrated  in  No.  3  is  supported  by  female  terms  which 
are  enamelled  en  ronde  bosse,  a  technique  borrowed 
from  the  Renaissance  and  one  which  amply  illustrates 


Giuliano's  mastery  of  the  delicate  art  of  enamelling 
From  time  to  time  painted  enamels  in  the  tradition  ot 
the  eighteenth  century  were  employed  in  the  manu- 
facture of  jewellery  and  small  gold  mounted  boxes. 
Apart  from  their  obvious  appeal  they  are  of  interest  for 
they  supplied  their  creator  with  another  form  of 
signature,  it  being  fired  into  the  counter  enamelling  in 
full  script  (Nos.  8a  and  b  and  colour  c). 

It  is  perhaps  the  jewel  in  colour  b  which  may  be 
regarded  as  Giuliano's  greatest  statement  in  his  art.  An 
enormously  flamboyant  brooch,  it  relies  upon  the 
techniques  of  ronde  bosse,  champleve'  and  cloisonne 
enamelling  to  achieve  its  impact.  Further  exuberance 
and  colour  are  added  with  a  crown  of  diamonds  and  a 
single  fine  ruby.  The  aesthetic  ancestry  of  the  brooch  is 
a  further  example  of  the  eclecticism  of  its  creator.  Jewels 
111  revival  ot  ancient  Egyptian  themes  are  to  be  found, 
and  sometimes  contain  a  scarab  or  other  fragment  to 
add  archaism.  It  seems  the  fashion  was  European,  for 
Vever  comments  in  'La  Bijouterie  Francaisc  au  xixieme 
Siecle'  (Volume  11,  page  277)  that  at  the  Paris  Uni- 
versal Exhibition  of  1867  the  Egyptian  influence  was 
very  evident  in  most  of  the  jewellers'  showcases,  being 
a  direct  result  of  widespread  interest  in  the  recent 
excavations  and  work  on  the  Suez  Canal. 
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8a  and  b.  Set  of  brooch  and  earrings. 
Painted  enamel  plaques  bordered  with 
pearls  and  mounted  in  gold. 
Signed  c.  c.  and  C.  Ciuliano  in 
the  counter  enamelling. 
Photograph:  Wart  ski,  London. 
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Unfortunately  pieces  by  Giuliano  are  rarely  datable 
and  consequently  it  is  difficult  to  plot  tbe  sequence  on 
styles  in  bis  career,  but  it  is  certain  tbat  in  later  years  tbe 
influences  on  his  work  became  less  definable  and  w  ere1 
often  mixed.  An  effect  in  design  was  aimed  at  ariTl  its 
origin  became  a  secondary  consideration  (No.  9). 

Tbe  business  was  highly  successful,  its  owner  became 
enormously  wealthy,  and  his  attention  must  have 
strayed  from  creativity  to  commerce.  Jewellery  was 
bought,  cased  and  resold,  commissions  for  silver  werej 
received  and  relayed  to  outworkers,  and  sometimes 
small  gold  and  enamelled  objects  w  ere  created  in  the 
manner  of  the  Renaissance  (No.  10)  and  in  the  mid- 
Victorian  taste. 

The  pre-Raphaelite  painter  Burne-Jones  and  they 
artist  Charles  Ricketts2  took  designs  for  jewellery  toll 
1 1  5  Piccadilly  to  be  transcribed  in  gold,  enamels,  and 
gems.  One  example  extant  (No.  11)  is  referred  to  b 
Lady  Burne-Jones  in  the  'Memorials': 
'Much  later  in  his  life  his  thoughts  turned  voluntarily  to 
jewel-work' ,  but  I  only  remember  one  thing  which  he 
carefully  and  completely  designed  and  saw  executed,  a 
brooch,  representing  a  dove,  made  of  pink  coral  and 
turquoise,  surrounded  by  olive  branches  of  green  enamel.' 

The  manufacture  of  jewellery  for  a  firm  comparabl 
in  size  to  the  one  discussed  here,  calls  upon  the  varie 
skills  of  many  anonymous  craftsmen:  the  designer,  the, 
enameller,  the  caster,  the  setter,  the  lapidary  and  others. 
The  proprietor  alone,  like  the  conductor  of  an  or- 
chestra, draws  together  the  separate  abilities  of  hi; 
artists  and  produces  a  work  for  which  he  appears  tc 
take  most  of  the  credit.  He  is  the  named  catalyst  for  the 
interaction  of  various  crafts.  But  fortunately  in  thi» 
instance  one,  possibly  the  most  important  artist,  ha? 
escaped   obscurity.   Pasquale   Novissimo  was  chiei| 
designer  to  the  Giulianos  from  the  opening  of  the; 
Piccadilly  branch  in  1874  until  shortly  before  his  dead' 
in  1914  at  the  age  of  seventy.  Like  Carlo  Giuliano  he 
left  Naples,  and  his  family  of  twenty-two,  to  escape 
the  Garibaldi  wars  and  travelled  with  his  brothei 
Giovanni,  who  was  a  dancer  with  the  Italian  Opera: 
Company.    Pasquale   is   known   to   have  designee 
jewellery  tor  the  troupe  and  to  have  visited  Pompci' 
and  copied  jewellery  there.  Undoubtedly  both  eventf 
must  have  influenced  the  designs  he  prepared  during 
his  work  in  London. 

As  time  progressed  Carlo  would  have  needed  to  rcb 
on  the  designs  prepared  by  Novissimo  to  a  greatei. 
extent  while  business  activities  became  more  pressing 
Water-olour  designs  were  produced  for  a  customer! 
approval  before  a  work  was  commissioned,  and  the; 
served  as  models  from  which  craftsmen  worked  in  thdl; 
preparation  of  stock  items.  Drawings  represented  ii  1 
much  smaller  loss  to  the  organisation  than  made  uf 
stock  items  as  they  fell  victim  to  the  quickly  changing 
fashions  of  the  turn  of  the  century.  The  design 
illustrated  here  (colour  a)  have  survived  today  aJK 
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testimony  to  their  creator's  sensitivity  to  form  and 
colour,  and  the  brooch  given  to  the  Victoria  and 
Albert  Museum  by  Miss  Linda  Novissimo  exhibits  a 
feeling  for  the  'antique'  as  a  medium  through  which  to 
exploit  the  sculptural  qualities  of  granulated  and  fili- 
gree gold. 

At  the  time  of  the  donation  of  this  brooch  notes 
were  made  in  the  acquisition  register  of  the  Victoria 
and  Albert  Museum,3  which  are  said  to  be  remarks 
made  by  Miss  Linda  Novissimo.  She  stated  that  her 
father  specialised  in  gold  jewellery  in  the  antique  man- 
ner and  made  those  pieces  bequeathed  by  Carlo 
Giuliano  to  the  Museum  in  1895.  Particular  reference 
is  made  to  the  necklace  with  vase-shaped  pendants4 
stolen  from  the  museum  in  1899.  This  particular  jewel 
is  one  of  the  pieces  attributable  to  Castellam  and 
wrongly  described  as  being  by  Giuliano  in  the  records 
of  the  Museum.  It  therefore  seems  clear  that  Novissimo 
worked  for  Castellani  before  coming  to  England  and 
it  may  be  suggested  that  it  was  he  who  brought  the 
rediscovered  technique  of  granulation  to  Giuliano's 
establishment  in  London. 

It  is  known  that  Novissimo  wished  to  break  away 
from  the  Giulianos  to  open  a  studio  in  opposition  to 
them,  however,  bank  failure  made  this  impossible  and 
he  had  to  content  himself  with  accepting  one  or 
j  two  commissions  outside  his  normal  work.  He  never 
entered  a  mark,  but  pieces  contained  in  cases  bearing 
his  name  have  come  to  light  from  time  to  time. 

From  its  very  beginning  the  career  of  Carlo 
Giuliano  had  been  shadowed  by  that  of  his  younger 
brother,  Federico,  who  arrived  in  England  later  than 
Carlo  to  find  a  share  in  the  success,  which  was  already 
blossoming,  for  him  as  a  manufacturing  jeweller. 
However,  before  very  long  they  quarrelled  and  went 
their  separate  ways.  On  24  February  1876  Federico 
entered  a  mark  at  Goldsmiths'  Hall  as  from  4  South 
Crescent,  Store  Street,  and  in  1883  he  opened  a  shop  at 
24  Howland  Street  accompanied  by  Ferdinando,  his 
son.  The  house  was  later  re-numbered  47  and  in  1891 
they  moved  to  49  Howland  Street.  Pieces  by  Federico 
and  Ferdinando  are  rarely  found  and  are  identified  by 
their  cases,  no  signed  examples  have  been  traced  at 
1  a  present,  but  almost  certainly  exist.  The  quality  of  the 
!  j  jewels  must  be  said  to  be  less  accomplished  in  many 
instances,  although  the  designs  are  sometimes  reminis- 
cent of  Carlo's  work  (No.  12). 

At  115  Piccadilly  Carlo  and  Arthur  Giuliano  had 
perpetuated  the  good  taste  of  their  father  and  con- 
tinued to  produce  jewels  of  superb  quality.  They 
inherited  the  business,  together  with  Novissimo  as 
chief  designer,  on  the  death  of  Carlo  on  27  September 
1895  but  the  styles  of  the  jewels  produced  seemed  to 
evolve  noticeably.  A  softer,  more  feminine,  look, 
still  owing  much  to  the  seventeenth  century,  is  dis- 
tinguishable. Often  Assyrian,  Etruscan  and  Egyptian 
derivations  give  way  to  those  of  Mogul  India,  and 


9.  Necklace,  blue  and  white  enamel  beads, 
gold  masks  and  palmettes,  beads  of  lapis  lazuli 
and  pearls.  Signed  C.  c. 
Length:  16  inches;  Width:  i£  inches. 
Private  Collection. 


10.  Tazza,  enamelled  gold,  gem  set  and 
rock  crystal.  Height:  4}  inches. 
Photograph :  Howard  Ricketts,  London. 
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11.  Brooch,  gold,  green  enamel,  coral 
and  turquoise.  Designed  by  Burne-Jones 
and  made  by  Giuliano.  Signed  c.  G. 
Height :  1 2  inches. 

Private  Collection. 

12.  Pendant,  openwork  gold  and  white  enamel 
set  with  coloured  stones,  rose  diamonds  and 

a  single  pearl,  by  Fcdcrico  and  Ferdinando  Giuliano. 
Length :  2|  inches. 
W.  F.  Little  Collection. 


a  laccy  style  essentially  their  own  (No.  13).  But  mosl 
outstanding  of  all  their  abilities  was  that  of  producing 
a  colourful  effect  without  the  use  of  colour;  black  anc 
white  enamels  were  applied  to  openwork  gold,  ther 
frosted  with  rose  diamonds  and  hung  with  fresh^atea 
pearls  (No.  7). 

While  Europe  indulged  itself  in  the  sleepy  excesses  o 
Art  Nouveau  the  Giulianos  preferred  to  avoid  th< 
movement  as  much  as  possible,  perhaps  to  cater  for  tin 
slightly  more  reserved  English  palate.  The  chimera- 
like  dragonflies  in  plique-a-jour  enamel  of  Rene  Laliquc 
find  a  tame  parallel  in  the  form  of  native  Englisl 
butterflies  enamelled  front  and  back  with  fussy  atten 
tion  to  detail.  Foliate  necklets  and  brooches  of  greet 
enamelled  gold  set  with  precious  stones  in  simulatioiji 
of  fruit  and  flowers  were  the  Giulianos'  response  to  th 
swirling  vegetable  themes  of  their  European  counter- 
parts. In  reserved  taste  their  focus  seems  to  have  bee 
on  wearability  rather  than  fantasy  (colour  d). 

By  1909  the  business  may  well  have  been  already  a 
the  beginning  of  its  decline  for  the  regular  advertise 
mcnt  appearing  in  Kelly's  Street  Directory  now  in 
eluded  the  following  clause:  'Strict  attention  paid  tc 
remounting  from  client's  own  designs'.  The  fashion 
able  and  exclusive  designers  who  thrived  by  th 
originality  of  their  products  were  now  trying  t 
attract  attention  of  a  less  discerning  public.  By  1912  th 
premises  had  been  moved,  after  thirty-eight  years  a 
Piccadilly,  to  48  Knightsbridge.  The  jewellery  pro 
duccd  here  was  unoriginal  in  design,  often  unsigne 
and  had  lost  much  of  its  quality  of  manufacture.  Th 
dissolution  of  the  firm  in  1914  was  finally  brough 
about  by  the  death  of  its  principal  director,  Arthu 
Alphonse  Giuliano. 

Today  we  are  left  with  a  rich  heritage  of  jewels,  bot 
111  public  and  private  hands,  which  bears  endurin 
testimony  to  the  family  who,  for  just  over  half 
century,  created  and  signed  works  of  unrivallc 
quality. 


NOTES 

1.  See  sale  of  trade  stock  and  eff  ects  of  the  Guiliano  firm 
by  Knight  Frank  and  Rutlcy,  17  and  18  June  1914. 

2.  See  'Victorian Jewellery  Design'  by  Charlotte  Gere  and 
William  Kimber,  1972. 

3.  Museum  No.  m.  62-1925. 

4.  Spielman,  Art  Journal,  1903-1904. 

5.  Described  as  after  a  bronze  original  in  the  British  Museum 
by  the  acquisition  registers  of  the  Victoria  and  Albert 
Museum.  How  ever  my  research  has  tailed  to  trace 
the  bronze,  which  suggests  an  inaccuracy.  Compare  the 
Etruscan  necklace  with  a  head  of  Achelous  in  the 
collection  of  the  Villa  Giulia  in  Rome  (illustrated 
opposite  page  58  in  'Jewellery  Through  the  AgCj' 
by  Guido  Gregoriett). 
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13.  Pearl  and  enamelled  gold  necklet  of  candy-twist  link  and  honeysuckle  motifs.  Signed  c.  &  A.  c.  Photograph:  Christie's  Geneva 
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Continuing  his  exploration  of  the  often  tangled  by-ways  of  English  furniture  history, 
Mr.  Gloag  examines  a  popular  variation  of  the  Windsor  chair  which  was  widely  used  during 
and  after  the  second  quarter  of  the  nineteenth  century. 


SMOKER  OUT  OF  WINDSOR 


John  Gloag 


One  of  the  most  popular  variations  of  the 
Windsor  chair  emerged  during  the  second 
quarter  of  the  nineteenth  century,  and  I  use 
the  word  emerged  advisedly  because  the  basic  form  of 
the  wooden  armchair  that  became  known  as  the 
Smoker's  bow  was  already  structurally  incorporated  in 
many  existing  Windsor  types,  particularly  those  made 
in  Lancashire  and  the  North  Midlands.  At  some  time  in 
the  [830s  some  maker  saw  in  the  lower  part  of  the 
double  bow-backed  Windsor  a  simple,  comfortable 
armchair,  with  a  shaped  scat  and  continuous  arms  and 
yoke;  it  was  a  buried  best-seller,  waiting  to  escape 
from  confinement  in  a  traditional  framework.  Once 
tree  ami  independent  as  a  chair  in  its  own  right,  it  was 
produced  in  thousands  and  invaded  inns,  hotels,  offices, 
institutions  and  homes.  The  name  'smoking  chair'  was 
probably  first  used  by  Wycombe  makers,  and  appeared 
in  some  of  their  catalogues  during  the  second  half  of 
the  century,  always  denoting  the  bow-backed  all- 
wood  type.  By  J  840  the  Smoker's  bow  was  established 
as  an  essential  and  familiar  article  of  furniture,  although 
ten  years  earlier  it  was  unknown;  John  Claudius 
Loudon  made  no  mention  of  it  in  his  vast  compilation, 
'The  Encyclopaedia  of  Cottage,  Farm,  and  Villa 
Architecture  and  Furniture',  first  issued  in  1833, 
although  he  illustrated  single  Windsors,  which  he 
described  as  kitchen  chairs. 

Some  early  eighteenth-century  forerunners  of  the 
low,  bow-backed  wooden  armchair  had  flat,  hard 
scats  with  straight,  turned  spindles  rising  from  them 
and  socketed  into  heavy,  clumsily-shaped  arms  and 
yoke.  Some  of  those  crude  seats  are  in  the  Welsh  Folk 
Museum  section  of  the  National  Museum  of  Wales, 
but  they  arc  as  remote  from  the  trim,  well-turned 
Victorian  Smoker's  bow  as  a  Neanderthal  man  from  a 
modern  European.  The  low-backed  Windsors  of  the 
middle  and  late  eighteenth  century,  rare  in  England, 
were  wholly  different  in  design  from  such  primitive 
ancestors;  town-made  examples  in  mahogany  with 
cabriole  front  legs  and  slender  spindles  flanking  a 
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pierced  splat  in  the  back,  like  the  set  of  six  at  Ham 
House,  Petersham,  Surrey,  were  quite  unrelated  to  the 
robust  shape  that  was  finally  detached  from  the  heavy 
double-bow  backed  Windsors  of  the  North  Midlands. 

The  lower  part  of  the  backs  of  the  three  examples 
shown  in  Nos.  1,  2  and  3,  suggest  in  slender  outline  the 
ultimate  form  of  the  Smoker's  bow;  it  is  fully  revealed 
by  the  North  Midland  type,  sometimes  called  'Smoking 
High'  (No.  4),  where  the  hoop-back  framing  the  eight 
spindles  and  upper  splat  seems  like  an  afterthought, 
superimposed  on  an  already  complete  design.  That  itjf 
was  conceived  and  made  as  a  complete  design  is  sug- 
gested by  the  pierced  yew  baluster  splat  that  rises  froi 
the  seat,  passes  through  the  yoke  rail  and  joins  the 
hoop.  Below  the  level  of  the  continuous  arms  anc 
yoke  rail  the  form  of  the  Smoker's  bow  exists,  identical 
with  the  variations  in  No.  5,  and  the  basic  form  shown 
in  outline  in  No.  6.  The  term  'Smoking  High',  is  used 
on  the  late  Victorian  trade  card  of  the  firm  of  I.  Allsop 
and  Son,  Windsor  chair  manufacturers  of  Worksopj 
Nottinghamshire;  the  ordinary  low-backed  Smoker's 
bow  (No.  6)  is  also  shown,  but  is  described  as  an  'office 
chair.  On  that  card  the  prices  of  'Smoking  High 
chairs  were  18s.  for  yew,  14s.  for  cherry,  and  13s.  foil 
elm. 

In  common  with  most  of  the  Windsor  chair  type  ; 
produced  at  Wycombe  and  other  chair-making  cer 
tres,  the  turned  members  of  the  Smoker's  bow  werj 
usually  of  beech  and  the  seats  of  elm,  but  for  moll 
expensive  types,  those  that  furnished  inn  parlours  and 
the  snuggeries  reserved  for  favoured  customers,  oa| 
and  yew  were  used.  The  example  in  No.  4  has  leg  j 
and  stretchers  of  beech,  an  elm  seat,  with  arms,  yok  j 
rail,  spindles,  splat  and  hooped  back  of  yew.  Occasion  j 
ally,  fruit  woods  were  used  for  those  turned  members' 


1 .  Bow-backed  Windsor  chair,  with  the  continuous  pierced 
splat  rising  from  seat  to  the  top  of  the  bow;  swept  supports  fori 
elbow  rail,  cabriole  front  legs  and  spur  stretcher,  c.  1 790-1 800 
John  Atkinson  Collection. 


SMOKER  OUT  OF  WINDSOR 


Above. 

2.  The  elbow  rail  is  heavier  in  this  example,  and  already 
suggests  the  continuous  back  of  a  lower  type  of  scat:  the 
pierced  splat  passes  behind  this  middle  rail,  the  elbow  supports 
and  all  four  legs  are  turned,  and  a  spur  stretcher  links  the  front 
legs.  Early  nineteenth  century. 

joint  Atkinson  Collection. 

Above  right. 

3.  A  small  Windsor  chair,  reproducing  the  same  features  as 
No.  2.  Early  nineteenth  century. 

John  Atkinson  Collection. 


4.  The  'smoker's  bow'  has  emerged.  The  link  with  the 
traditional  Windsor  form  is  the  hooped  back  with  the  splat  and 
eight  spindles  above  the  continuous  elbow  and  rail.  The  splat  is 
socketed  into  that  rail.  In  the  North  Midlands  this  type,  with 
the  hooped  back,  was  called  a  'Smoking  High'  chair.  Heavily- 
built,  with  elm  seat,  turned  beech  legs  and  stretchers;  and  yoke 
rail,  splat  and  back  spindles  of  yew.  Mid-nineteenth  century. 
Author's  collection. 


168 


and  in  one  Gloucestershire  inn,  now  no  more  than  a 
comfortable  memory,  a  set  of  Smoker's  bows  with 
seats  and  spindles  of  applcvvood  furnished  the  bar  par- 
lour. Whatever  materials  were  employed,  the  basic 
simplicity  or  the  design  was  preserved:  the  scat  semi- 
circular, the  yoke  raised  a  little  above  the  level  of  the 
arms  and  supported  by  seven  or  eight  turned  bobbins, 
(ilgently  inclined  to  give  a  rake  to  the  back,  with  a 
scrolled  cresting  on  the  yoke  rail,  like  a  dwarf  headrest. 
That  stark  word  functional  could  have  been  applied  to 
the  smoker's  bow,  and  indeed  to  all  members  of  the 
Windsor  family,  but  that  bit  of  technical  slang  was  not 
current  when  those  comfortable  seats  w  ere  originally 
produced,  and  its  ideological  connotations  were  un- 
j  known  to  the  innocently  cosy  Victorians. 

A  corpulent  relative  of  the  Smoker's  bow  was  the 
I  smoking-room  chair,  still  to  be  found  in  many  London 
tnd  provincial  clubs  and  in  a  few  old-fashioned  hotels. 
This  had  buttoned  leather  upholstery  on  the  padded 
|  oke  and  the  long  seat  projected  beyond  the  arm  sup- 
ports, which  gave  it  greater  depth  and  encouraged 
repose.  An  example  appears  in  an  advertisement  issued 
3y  Oetzmann  and  Company,  in  the  Christmas  Num- 
ber of  The  Graphic  for  1882.  The  price  quoted  was 
£3  13s.  6d.  (No.  7).  Another  type  of  smoking  chair, 
ntroduced  in  late  Victorian  times,  specially  designed 
or  the  expectorating  pipe-smoker,  had  a  drawer  below 
he  seat  containing  a  detachable  metal  spitoon.  The 
Irawer,  operated  by  spiral  springs,  slid  back  auto- 
natically  after  use.  Such  hygienic  refinements  were 
cstricted  to  the  male  quarters  of  a  house,  the  smoking- 
00m  and  library.  Elsewhere,  the  spitoon,  naked  and 
nameless  only  in  pubs,  masqueraded  as  a  footstool 
vith  a  hinged  needlework  lid  above  a  metal  or  porcc- 
aiti  receptacle  and  was  referred  to  (if  it  ever  was  refer- 
ed  to)  as  a  salivarium.  Secret  devices  of  this  kind  were 
ncre  accessories;  the  satisfying  comfort  of  the  Smoker's 
>ow  as  a  cheap,  mass-produced  armchair,  came  from 
xcellent  design  and  good  construction.  Consequently, 
arge  numbers  of  them  still  survive,  and  are  well  worth 
cquiring. 

In  the  United  States  chairs  of  comparable  design  are 
nown  as  Firehousc  Windsors  and  Captain's  chairs, 
die  Firehouse  Windsor  has  vertical,  nno;-turned  front 
:gs  and  canted  back  legs;  the  continuous  u-shaped 
rm  and  yoke  is  lighter  than  that  on  the  smoker's  bow, 
nd  the  cresting  at  the  back  shallower.  The  name  is 
derived  from  the  use  of  such  chairs  for  furnishing  the 
uarters  of  nineteenth-century  volunteer  fire  com- 
>anies.  The  Captain's  chair,  of  heavier  construction 
lian  the  Firehouse  Windsor,  was  used  in  the  pilot 
ouses  of  river  steamboats  and  coastal  vessels.  The 
ncestor  of  both  was  the  famous  low-backed  Phila- 
elphia  Windsor,  enormously  popular  in  America  in 
be  late  eighteenth  and  early  nineteenth  centuries.  But 

le  Smoker's  Bow  is  an  altogether  more  substantial 
;at  than  those  related  American  types. 


5.1  and  b.  By  the  second  half  of  th 
nineteenth  century  variations  of 
the  Smoker's  bow  were 
produced  in  large  quantities, 
some  with  solid  shaped  seats 
like  the  traditional  Windsor, 
but  many  with  caned  scats 
like  these  two  examples  from 
the  catalogue  of  William  Collins, 
of  Downley,  High  Wycombe, 
issued  in  1872. 

These  were  described  as  (right) 
a  smoking  chair  and  (below)  a 
banister  back  smoking  c  hair. 
High  1 1  'ycombe  Public  Library 
and  Art  Gallery. 


Below. 

6.  Outline  drawing 
of  the  basic  form  of 
Smoker's  bow,  described 
by  some  makers  as  an 
'office'  chair.  Comparable 
designs  are  known 
in  the  United  States 
as  Firehouse  Windsors 
and  Captain's  chairs. 


7.  A  smoking-room  chair, 
basically  similar  in  form 
to  the  Smoker's  bow, 
but  swaddled  111 
buttoned  upholstery. 
Reproduced 

from  an  advertisement  by 
Oetzmann  and  Company, 
published  in  the 
Christmas  number  of 
The  Graphic,  1882. 


The  nineteenth  century  saw  both  the  apogee  and  nadir  of  the  once  popular  art  of  cameo  carving. 
The  onset  of  Romanticism  affected  the  demand  for  this  Classically  inspired  style  and  cameo 
carving  declined  into  insipidity  and  vulgarity.  The  Saulinis  were  two  craftsmen  who  proved 
the  exception  to  the  rule,  making  jewellery  of  extraordinary  refinement  until  1883.  Mr.  Carr 
here  illustrates  a  number  of  examples  of  their  work,  many  for  the  first  time,  in  an  assessment 
of  this  neglected  art  form  and  two  of  its  most  remarkable  practitioners. 


TOMMASOANI) 

Malcolm  Stuart  Carr 


1.  Tonimaso  Saulini,  pencil,  unsigned. 
Saulinifamily. 

THE  nineteenth  century  witnessed  the  decline  and 
eventual  extinction  of  the  last  great  revival  of 
cameo  carving.  Principally  an  eighteenth- 
century  phenomenon,  the  popularity  of  gem  carving 
was  closely  allied  to  the  rise  of  Neo-classicism.  After 
the  turn  of  the  century  the  classicising  tendency  dim- 
inished, displaced  by  the  onset  of  Romanticism,  an  art 
movement  in  which  glyptics  had  no  recognisable  place. 
Nevertheless  cameo  carving  still  flourished  in  the  early 

Colour. 

Above.  Cupid  and  Psyche,  onyx,  in  a  diamond  set  gold  mount, 
signed  T.  Saulini,  F.  61  X  43  mm. 
Hancocks  and  Company,  London. 

Below.  Aurora  driving  her  Biga,  sardonyx  in  an  enamelled  and 
gold  mount,  signed  T.  Saulini  F.  66  X  48  mm. 
Anthony  Landsberg  collection. 


1GI  SAULINI 


2.  RAFFAETE  FlNDANZA  (1796-1846). 

Luigi  Saulini,  watercolour,  signed  and  dated  1840. 
Saulini  family \ 


years  of  the  century,  and  gems  were  still  collected  and 
placed  in  gem  cabinets  by  wealthy  patrons.  Later,  how- 
ever, cameos  became  a  part  of  feminine  ornamentation 
for  a  different  social  class  and  the  resulting  decline  in 
taste  and  final  utter  banality  of  subject  matter  led  the 
art  into  a  depression  from  which  it  is  unlikely  ever  to 
emerge. 

Two  artists  who  managed  to  transcend  this  period  of 
decline  and  produce  work  of  great  beauty  and  refine- 
ment were  Tommaso  Saulini  and  his  son  Luigi. 

Tommaso  was  born  in  1793  in  Rome,1  where  he 
lived  and  worked  throughout  his  life.  He  married 
Teresa  Zanetti,  who  bore  him  a  son,  Luigi,  in  1819. 
Two  years  later  we  learn  that  his  address  was  24  Via  del 
Coppelle,  where  he  lived  with  his  wife  and  son, 
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3.  Jewel  box,  label  written  in  French. 

although  we  do  not  know  how  hesupported  himself.  By 
1836,  however,  he  had  established  a  cameo  carving 
business  at  8  and  9  Via  della  Croce  and  a  contemporary 
jewel  box  label  announces  him  as  'Thomas  Saulini, 
Graveur  en  Pierres  durs  &  Couquillcs,  Rome'. 

His  final  move  came  in  1857  when  he  obtained  prem- 
ises at  96  Via  del  Babuino,  one  of  the  main  arteries  of 
the  jewellery  quarter,  running  from  the  Piazza  del 
Popolo  to  the  Spanish  Steps.  Here  he  worked  until  bis 
death  in  1864,  and  Luigi  maintained  die  business  at  the 
same  address  until  his  death  in  1883. 


It  has  not  been  recorded  where  Tommaso  received 
his  training  in  gem  cutting,  but  we  do  know  that  he 
received  his  artistic  training  in  the  studio  of  the  famous 
Danish  sculptor  Bertel  Thorvaldscn  (1770-1844). 
Count  Hawks  Le  Grice2  reports  that  Tommaso  drew 
and  modelled  in  Thorvaldsen's  studio,  reproducing 
various  works  of  the  sculptor  in  agate  and  shell.  Plaster 
casts  of  a  dozen  of  these  cameos  are  to  be  found  in  the 
Palazzo  Brashi,  Rome. 

Count  Hawks  Le  Grice  was  obviously  impressed  by 
Tommaso,  even  at  this  early  date,  1841,  suggesting  that 
his  works  were  too  fine 

'. . .  merely  (to  be)  intended  as  an  accessory  to  the  Lady's 
toilet . . .  in  fact  their  artistic  execution  entitle  them  to  a 
place  in  the  cabinet  of  the  dilettante'. 

He  also  mentions  a  cameo  taken  from  a  fresco  by 
Guido  in  the  Palavicini  Palace  on  the  Quirinal,  entitled 
Aurora.  This  cameo,  which  depicted  Aurora  flying  over 
a  cloud-capped  Mount  Olympus  sprinkling  the  earth 
with  flowers,  drew  from  the  Count  the  following 
comments: 


4.  Cupid  and  Ganymede  playing  at  dice, 
marble  relief  by  Bertel  Thorvaldsen,  1831. 
42.5  X  63  cm. 

Thorvaidsen  Museum,  Copenhagen. 


I  5.  Cupid  and  Ganymede  playing  at  dice, 

j  sardonyx,  unmounted,  signed  T.  Saulini  F. 

i  53  X  40  mm.  Thorualdsen  Museum,  Copenhagen. 

'  The  artist . . .  has  accomplished  this  difficult  task  with 
so  much  artistic  skill,  correctness  of  design,  and  poetic 
feeling  that ...  (it  must) . . .  entitle  the  engraver  to  the 
highest  commendation  and  raise  him  to  the  first  rank  in 
his  beautiful  art'. 

The  studio  of  Thorvaldsen  in  the  Palazzo  Barberini 
must  have  been  a  centre  of  artistic  activity,  for  since  the 
death  of  Canova  in  1822,  Thorvaldsen  had  become 
acknowledged  as  Rome's  leading  sculptor.  Thorvaldsen 
was  unmistakably  a  decisive  influence  on  Tommaso, 

;for  Tommaso's  work  reflects  much  of  his  harmony  and 
flawless  rhythm.  It  is  evident  that  Thorvaldsen  appre- 
:iated  the  creations  of  his  talented  pupil,  for  after  his 

J  death  there  was  found  among  his  personal  possessions 
1  cameo  signed  by  Tommaso.  The  subject  of  this 
:ameo  was  Thorvaldsen's  own  relief,  modelled  in 

I  [831,  Cupid  and  Ganymede  playing  at  dice. 

Rome  at  this  time  was  the  artistic  centre  of  Europe. 
The  air  of  Rome  is  unique,  the  breath  of  life  to  an 
irtists  soul  .  .  .'  wrote  Johan  Sergei  (1740-1814)3  to 
.vhichjohn  Gibson4  added  the  counterpoint,  'I  thank 
3od  for  every  morning  that  opens  my  eyes  in  Rome'. 
\fot  only  did  artists  flock  to  Rome  but  the  city  saw  the 
constant  arrival  of  wealthy  tourists,  connoisseurs,  anti- 

I  juarians  and  all  those  who  thought  of  themselves  as 


'cultured'.  This  throng  had  been  greatly  swollen  by  the 
ending  of  travel  restrictions  after  the  Napoleonic  wars, 
and  Tommaso  was  obviously  popular  among  the 
Northern  European  artists  and  visitors,  gaining  from 
them  both  inspiration  and  commissions. 

One  such  artist  was  an  English  sculptor  named 
Joseph  Gott  (1786-1860)5  who  obtained  for  Tommaso 
the  charge  to  make  the  earliest  positively  datable  cameo. 
Joseph  Gott  had  carved  two  busts  of  his  father's  cousin, 
and  his  own  chief  patron,  Benjamin  Gott,  which  he 
had  despatched  to  England  in  October  1829.  In  a  letter 
written  by  Joseph  on  9  December  183 1,  to  Benjamin's 
son,  William  Gott,  this  postscript  was  appended: 

'  Will  you  have  the  goodness  to  give  my  respectful 
compliments  to  your  Mother  &  tell  her  I  had  the  honour 
to  receive  her  letter  concerning  the  Cameos  which  I  have 
ordered  to  be  executed  by  the  best  workman  in  Rome'. 

The  cameo  is  worthy  of  this  compliment  being  a 
finely  worked  profile,  carved  in  shell.  Although  it  is 
based  on  the  portrait  bust  by  Gott,  it  obviously  could 
not  have  been  taken  direct,  for  by  183 1  both  of  the 
originals  were  in  England.  We  must  therefore  presume 
that  Tommaso  worked  from  sketches  or  a  plaster 
maquette  still  in  Gott's  studio  at  155  Via  del  Babuino. 
The  Cameo  is  signed  'T.  Saulini  F.'  and  follows  the 
custom  instituted  by  Anton  Pichler  (1697-1779)  that 
all  cameos  by  contemporary  artists  should  be  signed  in 
order  to  prevent  dealers  duping  collectors  with  spurious 
antiques. 
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6.  Benjamin  Gott,  bust, 
signed  J.  Gott.  Ft.  1828-1829. 
Height:  24!  inches  (with  socle). 
Leeds  City  Art  Galleries. 


7.  Benjamin  Gott,  shell,  mounted  in  gold, 
signed  T.  Saulini,  F.  50  x  40  mm. 
Anonymous  collector. 


The  esteem  in  which  Tommaso  was  held  by  l, 
Thorvaldsen  and  Gott  was  also  shared  by  a  man  whose' 
friendship  was  to  prove  seminal  to  the  work  of  both 
Tommaso  and  Luigi,  the  English  artist  and  scukptor 
John  Gibson  ra  (1790-1866).  Gibson,  whose  studio  wasj 
situated  in  the  Via  Fontenella,  off  the  Via  Babuino, 
must  have  become  acquainted  with  the  Saulinis  some- 
time in  the  early  1840s.  By  then  Gibson  had  been 
elected  a  member  of  the  Royal  Academy  (1838)  and 
had  already  established  himself  as  an  outstanding  Neo-' 
classical  sculptor.  He  had  been  resident  in  Rome  since 
18 17  and  had  received  instruction  from  both  Canova 
and  Thorvaldsen.  Such  was  his  passion  for  Rome  that 
he  steadfastly  refused  to  return  to  England  until  com-; 
manded  to  do  so  by  Queen  Victoria  in  1844,  in  order, 
that  he  might  make  a  statue  of  her.6 

An  amusing  passage  in  Lady  Eastlake's  biography  of 
Gibson,7  illustrates  his  close  relationship  with  the  Royal 
Family  and  also  the  prevalent  habit  of  making  several 
copies  of  a  successful  work  of  art.  (Both  Tommaso  and 
Luigi  adopted  this  practice,  making  shell  copies  of  agate 
cameos  which  achieved  popular  acclaim.)  Gibson 
reports: 

'One  day  I  had  spoken  oj  our  custom  at  Rome  of  repeating 
our  works  from  the  same  model.  The  Queen  said  to  the 
Prince  who  entered,  Mr  Gibson  has  executed  his 
Cupid  seventeen  times.  You  must  not,  Mr.  Gibson, 
repeat  my  statue'. 

Having  successfully  completed  the  bust  Gibson  re 
turned  to  Rome  and  wrote  the  following  letter  t 
Prince  Albert's  equerry:8 

'Rome  22nd Jan  1 845 

Sir, 

May  I  take  the  liberty  oj  requesting  you  to  do  me  the 
favor  to  remind  His  Royal  Highness  Prince  Albert  that 
he  honoured  me  with  liis  permission  to  send  him  a  cameo 
from  the  bust  which  I  modelled  oj  Her  Majesty.  The 
cameo  which  I  now  forward  is  by  Sigr.  Saulini  and  ij 
you  will  be  so  kind  as  to  present  it  as  a  humble  offering 
from  me  to  the  Prince  I  shall  feel  thankful . .  .'. 

At  this  time  Gibson  was  engaged  in  producing  a 
marble  relief  entitled  Cupid  and  Psyche.  As  was  tht 
general  practice,  he  made  several  copies  all  destined  fo^ 
different  patrons.  It  is  difficult  to  determine  exactly 
when  Gibson  first  made  the  Cupid  and  Psyche  as  it  ij 
undated.  His  personal  account  book9  lists  under  '1843 
new  commissions;  Basso,  rl.  of  Cupid  and  Psyche  foij 
Queen  20opd'.  Gunnis  supports  this  date,10  listing; 
the  relief  as  completed  in  1844.  In  a  letter  dated 
17  December  1855,  Rome,  written  by  Gibson  td 
S.  C.  Hall  he  states: 

'.  .  .  /  also  made  for  the  Duke  (of  Northumberland)  a 
companion  basso  relievo  of  Cupid  and  Psyche  flying  in 
the  air.  It  is  the  Soul persued  by  desire:  every  year  they 
sell  many  cameos  oj  it .  .  .'. 
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From  this  evidence  it  is  clear  that  Tommaso  made 
his  onyx  cameo  of  the  relief  between  1 844-1 854,  and 
the  popularity  of  the  subject  is  attested  to  by  the  fact 
that  almost  a  decade  later,  in  the  International  Exhibi- 
tion of  1 862, 1 1  Tommaso  exhibited  a  shell  cameo  copy. 
It  would  be  interesting  to  know  for  whom  the  original 
onyx  cameo  was  made.  It  is  an  exquisite  piece  of  carv- 
ing in  which  Tommaso  obtains  from  a  black  and  white 
piece  of  agate  a  tine  range  of  lucid  hues.  It  is  signed 
'T.  Saulini  F.'  and  it  is  mounted  in  a  border  of  dia- 
monds, unusual  at  this  period,  suggesting  that  its 
original  owner  was  not  only  wealthy  but  prized  the 
cameo  highly.  As  it  recently  appeared  on  the  open 
market  in  London,  the  Royal  Family  can  be  discounted 
as  possible  owners.  It  was  probably  intended  for  the 
Duchess  of  Northumberland  or  Gibson's  platonic  love, 
Mrs.  Sandbach,  whose  husband  owned  a  copy  of 
Gibson's  relief. 

Here  again,  we  note  that  Tommaso  worked  from 
drawings,  for  the  cameo  differs  from  the  relief  in  one 
detail,  the  butterfly  in  Psyche's  right  hand.  Among 
Gibson's  drawings  in  the  Royal  Academy  is  a  pen  and 
ink  wash,  which  includes  the  butterfly.  This  drawing 
is  signed  by  Gibson  but  undated.  Thus  we  may  assume 
that  Tommaso  used  this  or  another  such  drawing  given 
him  by  Gibson. 

The  relationship  between  Gibson  and  the  Saulinis 


must  have  been  warm,  for  Gibson  was  able  to  gain  for 
the  Saulinis  a  coveted  commission.  On  10  February 
1862  the  Royal  Order  of  Victoria  and  Albert  was 
instituted  and  it  was  decreed  that  it  should  consist  of  a 
double  profile  cameo  of  the  Queen  and  Prince  set  in  a 
border  of  gems.  The  Royal  household  turned  to  the 
Saulinis  for  the  cameos.  As  all  the  surviving  document- 
ation was  to  and  from  Gibson  in  Rome,  who  appears 
to  have  acted  as  the  Saulinis'  agent,  we  can  surmise  that 
he  suggested  their  name  to  Queen  Victoria.  A  typical 
letter  dated  22  September  1863,  Abergeldie,  states: 

'Dear  Mr.  Gibson 

.  .  .  Her  Majesty  lias  desired  me  to  write  &  ask  you  to  be 
so  good  as  to  order  for  her  2  cameo  heads  of  herself  &  the 
Prince  Consort  from  Saulini.  They  are  to  be  like  what 
he  had  made  before  only  in  shell  &  not  pietra  dura  - 
&  to  be  rather  smaller  -  perhaps  he  had  better  make  a 
slight  sketch  before  he  begins  them  that  h.m.  may  be 
sure  she  likes  the  size  .... 

Katharine' 

All  of  the  Royal  Order  cameos  produced  by  the 
Saulinis  which  have  so  far  been  examined,  bear  Luigi's 


8.  Cupid  and  Psyche,  marble  relief, 

signed  I.  Gibson  Fecit  Romae.  61  X  91.4  cm. 

Royal  Academy  of  Arts,  London 
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9.  Queen  Victoria  and  Prince  Albert, 
sardonyx,  in  a  gold  entrelac  de  ruban 
mount  set  with  garnets,  signed  L.  Saulini. 
37  X  31  mm. 

Garrard  and  Company,  London. 


signature,  for  by  this  time  Tommaso  was  an  elderly 
man  and  was  probably  no  longer  active  in  the  business. 
Tommaso's  death  in  the  summer  of  1864  grieved  Luigi 
sorely.  The  following  plea  came  from  Windsor  on 
21  November  1864: 

'Dear  Mr.  Gibson, 

. . .  Poor  Mr.  Saulini's family  appears  to  have  been 
overwhelmed  with  misfortunes  and  the  occurence  of  these 
illness'  is  very  unlucky  as  regards  the  cameos,  as  the 
Queen  has  been  waiting  for  them  to  distribute  her  order. 

Are  you  aware  that  she  will  want  six  more? 

Is  it  possible  that  another  artist  might  be  found  in 
Rome  who  could  execute  some  of  them? 

Sincerely  yours 
(Sir)  C.  B.  Phepps' 

The  fears  of  the  Queen  were  groundless  for  Gibson 
wrote  on  the  28  November  1864: 

' . . .  have  just  seen  Cav.  Saulini12  -  he  says  that 
he  willfnish  as  soon  as  possible  two  more  shell  cameos  & 
consign  them  to  be  forwarded  by  the  French  Ambas.  & 
will  with  the  help  of  a  clever  workman  finish  the  others 
as  soon  as  he  is  able  . . .'. 

This  intimate  connection  between  the  Saulinis  and 
Gibson  flourished  in  other  less  formal  spheres.  Gibson 
obviously  took  an  interest  in  Luigi  and  his  business 
affairs,  as  we  shall  see  later. 

Luigi  had  been  trained  by  his  father  and  proved  to 

10.  Pamre  of  onyx  cameos,  consisting  of 

Toilet  of  Nausica.  Height :  if  inches.  \ 

Apollo  Belvedere.  Height:  1  $  inches.  I  ^ 

Discolobos.  Height:  i-fa  inches.  >  t'^^jj^ 

Cupid  and  Psyche  kissing.  Height :  i|  inches.  I 

Cupid  with  bow.  Height :  1  ^  inches.  / 

Athlete  with  hoop.  Height:     inches,  unsigned. 

The  gold  tiara  mount  designed  by  John  Gibson  ra,  and  the 

whole  executed  by  Castellani. 

Metropolitan  Museum  of  Art,  The  Milton  Weil  Collection, 
Gift  of  Mrs.  Ethel  Weil  Worgelt,  1940. 


be  an  apt  pupil.  In  addition  however,  he  had  entre- 
preneurial flair.  He  was  quite  happy  to  produce  a  run 
of  cameos  for  the  Queen,  presumably  at  a  good  price 
and  he  had  also  organised  a  stand  at  the  1862  Inter- 
national Exhibition  in  London  which  displayed  only 
the  work  of  his  father.  The  idea  that  Luigi  worked  in 
England  at  any  time  before  his  father's  death  seems  to 
be  based  partly  on  the  evidence  of  the  Royal  Order 
cameos  and  partly  on  slight  errors  in  the  art  lexicons. 
It  was  generally  assumed  that  Luigi  came  to  London 
sometime  before  i860  in  order  to  take  the  Queen's  and 
the  Prince  Consort's  likeness,  but  this  would  have 
been  unnecessary,  for  as  we  have  seen  the  Saulinis 
merely  needed  sketches  in  order  to  complete  a  cameo. 
These  sketches  were  no  doubt  forwarded  from  London 
or  found  in  Gibson's  studio.  The  confusion  about 
Luigi's  movements  is  compounded  by  the  fact  that  he 
did  travel  to  London  in  1 862  in  order  to  represent  his 
father  at  the  International  Exhibition.  His  stay  was 
probably  brief,  however. 

The  fallacy  arises  from  the  entry  in  Benezit's 
'Dictionnaire',13  which  states  that  Luigi '.  .  .  traveillant 
de  1850  a  i86o-(Ecole  Anglais)' and  also  fromThieme 
and  Becker's  Lexicon1 4  which  emphatically  states  that 
Luigi  '.  .  .  tatig  in  England  um  1850/60'.  Righetti15 
restores  the  balance  somewhat,  although  mentioning  a 
nephew  about  whom  nothing  is  known: 

'. . .  lavoro  in  Inghilterra  attorno  al  i860;  da  un  nipote 
dell'artista  abbiamo  pero  appreso  che  questisi  reco  in 
Inghilterra  nongiaper  lavoravi,  napar  consegnare  alcuni 
suoi  lavori  alia  Rcgina  Vittoria'. 

Evidence  that  Luigi  was  in  Rome  during  this  period 
is  attested  to  by  his  sketch  of  E.  W.  Benson  which  is 
signed  'L.  Saulini  Rome  1855'.  Also  the  fact  that  the 
family  business  moved  to  the  Via  Babuino  in  1857  - 
not  a  time  for  a  son  to  be  absent  from  his  father's  side. 

The  relationship  between  Luigi  and  Gibson  came  to 
fruition  in  the  mid  1860s  with  a  remarkable  collabora- 
tion. Gibson  drew  the  design  for  a  cameo,  which  Luigi 
executed,  entitled  The  Toilet  of  Nausica.  Gibson  also 
designed  a  gold  oak  leaf  and  acorn  tiara  mount  that 
was  made  for  Luigi  by  Castellani.  This  piece,  which  is 
in  the  Metropolitan  Museum,  New  York16  is  Luigi's 
masterpiece.  It  is  always  shown  as  part  of  a  parure  con- 
sisting of  a  tiara,  necklace  and  brooch  and  although  all 
three  pieces  were  mounted  by  Castellani,  the  tiara  must 
be  regarded  as  a  separate  entity  from  a  purely  artistic 
point  of  view.  It  represents  the  culmination  of  Gibson's 
long  artistic  union  with  both  Tommaso  and  his  son 
Luigi.  The  other  cameos  in  the  parure  are  taken  from 
popular  classical  antiquities  and  are  all  signed  by  Luigi, 
except  the  Athlete  with  Hoop  cameo  at  the  clasp  of  the 
necklace. 

A  cameo  that  illustrates  the  nature  of  the  mid 
nineteenth-century  cameo  market  can  also  be  seen  in 
the  Metropolitan  Museum.  Its  title  is  Angels  Bearing  the 
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13.  Mars,  sardonyx,  in  a  gold  bracelet, 
(the  bracelet  signed,  Castellani  in  cypher), 
signed  L.  Saulini.  43  X  40  mm. 
The  Walters  Art  Gallery,  Baltimore. 
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14-  Phoebus  and  his  Horses, 
sardonyx  in  a  gold  palmette  mount 
(the  mount  signed  J.  B.John  Brogden), 
signed  T.  Saulini  F.  67  •  44  mm. 
Mrs.  Anna  Doherty. 


15.  Georgius  Townsend.  D.D.,  copper  electrotype, 
signed  T.  Saulini  F.,  dated  mdcccl.  68  nun. 
The  British  Museum. 


17.  H.  W.  Benson,  pencil, 
signed  L.  Saulini  Roma  1855. 
Height:  6\  inches. 
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Body  of  St.  Catherine  to  Mt.  Sinai,  it  is  carved  in 
sardonyx  and  signed  by  Luigi.  The  painting  which 
inspired  this  cameo  was  the  work  of  a  German  artist, 
Karl  Anton  Heinrich  Miicke  (i  806-1 892). 17  Miicke, 
following  the  usual  precedent,  painted  several  copies 
of  what  had  proved  to  be  a  popular  work.  The  original 
hangs  in  the  Dusseldorf  Kunstmuseum  (dated  1836) 
and  a  larger  variant  hangs  in  the  Nationalgalerie, 
Berlin.  He  also  produced  an  etching  which  was  en- 
graved by  Jacob  Felsing  and  from  which  lithographs 
were  produced  by  C.  Wildt  and  B.  Weiss  in  order  to 
supply  a  larger  market.  Although  Miicke  had  studied 
in  Rome  for  a  period  in  1833— 1834  he  never  returned. 
Luigi  probably  worked  from  a  lithograph  to  produce 
a  piece  whose  popularity  was  already  assured. 

Both  Tommaso  and  Luigi  copied  works  by  other 
artists  such  as  Canova  and  Trentanove  in  a  similar 
manner  to  those  already  mentioned,  but  an  important 
area  of  their  work  was  the  creation  of  original  work.  If 
we  examine  the  compositions  of  Tommaso  and  Luigi 
we  notice  distinct  differences  in  style.  Tommaso's 
works  have  a  liveliness  and  vivacity  combined  with  a 
delicate  touch  that  constrasts  strongly  with  Luigi's 
more  muscular  and  expressive  style.  The  mastery  of 
cutting  the  layered  agate  differed  also,  Luigi  preferring 
flat  two-tone  reliefs  with  the  subject  silhouetted  against 
a  stark  background.  Tommaso  achieved  a  polychromic 
effect  by  cutting  deeply  through  the  upper  stratum 
until  a  shadow  of  the  lower  darker  layer  could  be 
discerned  beneath. 

An  excellent  illustration  of  this  technique  can  be 
seen  on  the  cameo  entitled  Phoebus  and  his  Horses. 
Tommaso's  rendering  of  the  drapery  is  sublime.  Its 
delicate  transparency  provides  a  foil  to  the  power  of 
the  rearing  horses  and  the  musculature  of  Phoebus. 
This  work,  which  was  mounted  by  John  Brogden,  is 
perhaps  Tommaso's  finest  achievement. 

Two  other  splendid  cameos  by  Tommaso  are  titled 
Aurora  driving  her  Biga  and  Roma.  Both  were  exhibited 
at  the  International  Exhibition  of  1862,  and  are 
mounted  in  similar  unsigned  enamelled  gold  frames. 
The  Aurora  is  a  Neo-classical  reworking  of  a  traditional 
classical  subject.18  Tommaso  adhered  to  the  rather 
stilted  design  of  the  originals,  but  modelled  the  horses 
realistically.  Although  working  on  a  red  layer  of  sard 
less  than  half  a  millimetre  thick  he  was  able  by  consum- 
mate artistry  to  achieve  a  fully  rounded  three-dimen- 
sional effect  on  the  upper  horse. 

Roma  is  an  example  of  the  allegorical  genre  so  be- 
loved of  nineteenth-century  artists  -  an  illustration  of 
the  founding  of  Rome.  Romulus  and  Remus  can  be 
seen  on  the  helmet  being  suckled  by  the  she-wolf, 
while  on  the  shield  Romulus  ploughs  his  furrow  with 
the  aid  of  a  bull  and  a  cow  watched  by  Remus  and  the 
river  god  of  the  Tiber.  The  delicately  chiselled  severity 
of  Roma's  profile  is  contrasted  by  the  succulent  skeins 
of  her  hair,  giving  a  harmonious  and  serene  image. 


Comparing  this  with  the  intensity  of  Luigi's  Mars  1 
we  are  struck  by  the  inner  life  Luigi  imbues  into  his 
image  while  allowing  some  sacrifice  of  technique,  js 
Neptune  by  Luigi  shares  this  vigour  and  vitality,  ^et  I 
here  the  carving  is  more  carefully  executed  and  the  ] 
amusing  dolphin  leaping  through  the  waves  of  hair 
lends  charm  to  this  striking  cameo. 

Perhaps  the  most  important  commercial  aspect  of 
the  work  of  Tommaso  and  Luigi  was  their  portraiture. 
The  late  Harold  Landsberg,  a  dealer  and  collector  of 
cameos  for  over  sixty  years,  maintained  that  most  of 
the  Saulini  cameos  he  had  owned  were  indeed  por- 
traits. It  is  scarcely  to  be  wondered  at,  for  cameo  por- 
traits lent  the  sitters  a  certain  air  of  Augustan  dignity 
which  accorded  well  with  their  view  of  themselves  and 
were  thus  extremely  popular  throughout  the  early  and 
mid  nineteenth  century.  The  most  unusual  portrait  is 
that  of  George  Townsend,  Canon  of  the  tenth  Durham 
stall  from  1825  to  1857,  which  is  unique  in  the  work  of 
the  Saulinis.  This  portrait  was  produced  in  mcdallic 
form  and  is  described  by  Forrer20  as  'a  copper  electro- 
type uniface  portrait  medallion'  and  signed  by 
Tommaso.  Canon  Townsend  had  travelled  to  Rome 
in  1850  in  order  to  see  Pope  Pius  ix,  but  in  his  published 
account  of  the  journey21  he  made  no  mention  of  the 
medal  or  the  reasons  for  its  conception.  It  therefore 
remains  a  mystery.  The  British  Museum  possess  three 
copies  of  it.  Presumably  Tommaso  found  this  medium 
unsympathetic,  for  he  never  attempted  any  other 
medallic  portraits. 

The  only  surviving  pencil  sketch  is  to  be  found  in 
A.  C.  Benson's  biography  of  his  father,  Archbishop 
Benson.22  It  is  a  simple  profile  of  E.  W.  Benson  as  a 
young  man  and  is  signed  'L.  Saulini.  Roma  1855'.  It  is 
an  example  of  the  kind  of  drawings  from  which  the 
Saulinis  worked  and  throws  light  on  the  possible 
genesis  of  the  Victoria  and  Albert  cameos.  Towards  the 
end  of  Luigi's  life  he  had  become  established  as  the 
most  prominent  cameo  carver  in  Rome.  In  }ohn 
Murray's  guide  to  Rome23  published  in  1881,  his  entry 
reads : 

Engravers  of  Cameos  (principally  on  shell) 
Saulini:  g6  Via  Bahuino 

The  most  employed  for  portraits,  lie  is  also  an  engraver 
of  cameos  in  pietra  dura  for  which  he  obtained  a  medal 
at  our  Great  Exhibition  of  1 862  and  has  executed 
several  portraits  for  the  Queen  and  Prince  Consort  for 
Her  Majesty. 

Allowing  for  the  confusion  here  between  Tommaso 
and  Luigi,  it  certainly  appears  that  the  firm  of  Saulini 
had  a  fairly  regular  stream  of  wealthy  visitors  from 
Northern  Europe  and  the  United  States.  Luigi  re- 
mained in  business  until  his  death  in  1883,  during  which 
year  his  firm  appeared  in  another  guide  to  Rome  by 
Augustus  Hare.24  Luigi  Saulini  was  buried  in  a  grave 
beside  his  father,  Tommaso,  in  the  Campo  Verano 
cemetery. 
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APPENDIX 

The  entry  in  the  catalogue  ofthe  Industrial  Department 
of  the  International  Exhibition,  held  in  London  i  862. 

Fine  Art  Department 

II.  Foreign  Division:  Roman  School  Class  x  \  \  i\ 
Sculpture,  Models,  Die-sinking  and  Intaglios 
2702  SAUlini  Cav.  T.  A  case  containing: 
a)  Shell  Cameos 

I,  2,  3,  in  different  stages  of  progress 

4.  Day 

5.  Night  after  Thorvaldsen 

6.  Nymph  and  Cupid 

7.  Phaeton 

8.  Zephyr  and  Psyche 

9.  Cupid  and  Psyche  after  Gibson 
10.  Britannia  "\ 

II.  Ocean  I  originals  by 

12.  Education  of  Bacchus  1  Saulini 

13.  Hebe 

14.  The  Finding  of  Moses  after  Spence 

1 5.  Jupiter  Destroying  the  Giants       from  an  antique 


original  by  Saulini 


fr 


om  antiques 


b)  Onyx  Cameos 

16.  Rome 

17.  Aurora 

18.  Antinous 

19.  Hercules 

20.  A  Nymph 
Note: 

Item  9  is  a  shell  version  ofthe  onyx  cameo  shown  here 
as  colour  plate  1. 

Items  16  and  17  are  reproduced  here  as  black  and  white 
illustration  12,  and  colour  plate. 

Item  14,  refers  to  a  statue  by  Benjamin  Edward  Spence 
(1822-1866)  which  was  also  on  show  at  the  1862  Exhibition. 
Spence  carved  the  monument  over  John  Gibson's  grave  at 
Rome. 
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These  quaint  bell-shaped  objects  have  long  defied  guesses  as  to  their  true  age  and  purpose. 
Made  of  bronze  and  decorated  with  an  incomprehensible  pattern  of  geometric  shapes,  these 
strange  devices  do  nevertheless  shed  some  light  on  the  origins  of  the  Japanese  people. 


THE  DOTAKU 

Sir  John  Figgess 


i.  Bronze  dotaku, 
Japanese,  first  or 
second  century  ad. 
Height:  62.0  cm. 
(To  be  sold  at  Christie's, 
10  December  1975). 


The  strangely  beautiful  bell-shaped  object  illus- 
trated here  (Nos.  1  and  2)  which  is  to  be  sold  at 
Christie's  later  this  month  is  a  relic  from 
Japan  s  remote  past  and  is  known  as  a  dotaku.  Finely 
cast  of  bronze  with  an  unfathomable  geometrical 
design  in  line  relief  it  dates  probably  from  about  the 
first  or  second  century  ad  and  it  has  acquired  during 
centuries  of  burial  a  lovely  green  patina  enhanced  here 
and  there  with  patches  of  azuritc.  The  exact  purpose 
for  which  such  dotaku  were  made  and  the  nature  of  the 
people  that  made  them  can  only  be  guessed  at,  but  they 
do  shed  some  light  on  the  question  of  where  the 
Japanese  came  from. 

Scholars  are  agreed  that  the  present  race  whose  cul- 
ture is  so  homogeneous  descends  from  a  heterogeneous 
ancestry  drawn  in  misty  prehistoric  times  from  differ- 
ent parts  of  the  Asian  mainland.  These  immigrants, 
arriving  in  successive  waves  over  many  centuries, 
gradually  displaced  the  Neolithic  aboriginal  inhabit- 
ants of  the  archipelago  (who  were  probably  of 
Caucasian  and  Tungusic  stock).  Archaeological  evi- 
dence suggests  that  by  the  end  of  the  third  century  bc 
they  had  settled  down  to  an  agrarian  way  of  life  which 
spread  eastward  from  the  regions  in  the  extreme  south 
west  of  the  archipelago  -  that  is  those  nearest  to  the 
southern  shores  of  the  Korean  peninsula.  This  unusual- 
ly abrupt  change  in  life  style  is  attributable  to  the 
indirect  influence  of  the  metal  culture  of  Han  China 
which  in  the  year  108  bc  had  established  a  prosperous 
colony  in  the  northern  half  of  the  peninsula. 

Although  there  is  no  concrete  evidence  of  the  way  in 
which  the  Chinese,  or  more  properly  the  Sino- 
Korean,  metal  culture  reached  Japan,  it  is  conjectured 
that  by  the  end  of  the  first  century  bc  certain  clans  in 
the  extreme  west  of  the  country,  having  gained  a 
position  of  supremacy  over  their  neighbours  or  having 
combined  with  them,  began  to  extend  their  rule  to- 
wards the  cast  and,  pushing  along  the  shores  of  the 
Inland  Sea,  reached  the  province  of  Yamato  in  the 
central  coastal  plain  where  they  set  up  a  centralised 
government  and  gradually  extended  its  authority  in  all 
directions.  The  evidence  for  this  eastward  migration  is 
far  from  conclusive  but  it  seems  plausible  that  enter- 
prising rulers  in  south  western  Japan  making  use  of 
superior  equipment  derived  from  contact  with  an 


advanced  metal  culture  would  have  easily  subdued 
tribes  to  the  east  of  them  lacking  their  advantage.  It  is 
beyond  doubt  that  a  bronze  culture  had  begun  to  make 
itself  felt  in  Japan  by  the  first  century  bc  and  was 
rapidly  followed  by  an  iron  culture.  The  inhabitants  of 
Japan  thus  moved  in  a  rather  short  space  of  time  from  a 
precarious  food-gathering  way  of  life  to  the  more 
settled  and  safer  life  of  agriculture,  from  the  stone  age 
to  the  metal  age  and  from  the  most  primitive  form  of 
society  to  a  highly  organised  class  system.  The  period 
of  this  rapid  development,  covering  about  four  hund- 
red years  from  the  middle  of  the  second  century  bc  to 
the  middle  of  the  third  century  ad  is  known  to  art 
historians  as  the  Yayoi  period,  a  name  taken  from  the 
district  of  Tokyo  where  the  first  evidence  of  this 
civilisation  came  to  light.  Among  the  numerous 
artifacts  of  this  time  which  have  been  unearthed  in 
recent  years  perhaps  the  most  remarkable  and  the  most 
mysterious,  are  these  dotaku,  literally  meaning  'bronze 
bells',  which  have  been  discovered  mainly  in  the 
central  part  of  Japan  within  about  a  hundred  miles 
radius  of  the  modern  city  of  Kyoto.  All  the  known 
examples  -  numbering  probably  less  than  three 
hundred  if  we  exclude  fragments  -  have  come  to  light 
fortuitously,  none  having  been  found  as  the  result  of 
controlled  scientific  excavation.  Consequently  their 
precise  dating  and  purpose  arc  unknown  and  the  name 
they  have  been  given  for  convenience  is  something  of  a 
misnomer  since  they  have  no  clapper  and  arc  too  thin- 
bodied  for  practical  use  as  bells.  However,  they  may 
have  served  as  symbols  of  wealth  and  power  or  else, 
like  the  Japanese-made  bronze  swords  and  spearheads 
of  roughly  the  same  period  which  are  scarcely  to  be 
thought  of  as  effective  weapons,  used  as  ritual  objects. 

The  dotaku  consistently  have  the  same  general  shape, 
crested  cone-like  trunks  decorated  with  symmetrical 
geometric  designs  of  spiralling  volutes  cast  in  line 
relief,  though  some  are  more  elaborate  in  form  and 
decoration  than  others.  The  prototype  may  have  been 
ancient  Korean  horse  bells,  examples  of  which  have 
been  excavated  at  Lolang,  the  capital  of  the  Han 
colony  in  North  Korea,  and  perhaps  the  most  plausible 
explanation  of  the  transition  to  their  final  form  is  that 
they  were  originally  some  kind  of  musical  instrument 
and  from  that  developed  to  become  'treasures'  or 
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2.  Detail  of  No.  i 


3.  Dotaku. 

Height:  1.015  metres 
Tfie  British  Museum. 


status  symbols.  In  size  they  vary  considerably:  most 
are  between  cigbtcen  to  twenty  inches  in  height,  but 
the  largest  example  so  far  discovered  is  nearly  five  feet 
tall  and  the  smallest  known  is  a  mere  eight  and  a  half 
inches.  The  metal-casting  technique  seen  in  many  of 
these  dotaku  is  surprisingly  advanced  for  so  primitive  a 
people  as  their  makers  are  deemed  to  have  been,  while 
the  elegance  of  their  forms  and  the  delicacy  of  their 
decorative  designs  separate  them  clearly  from  contem- 
porary metal-work  of  other  regions  in  East  Asia.  It  is 
perhaps  not  too  fanciful  to  suggest,  as  some  Japanese 
scholars  do,  that  the  beginnings  of  that  distinctive 
native  concept  of  beauty  which  manifests  itself  so 
strongly  in  Japanese  art  of  later  times,  may  be  discerned 
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in  the  form  and  decoration  of  these  ancient  bells.  The 
designs  on  one  famous  example  belonging  to  a 
Japanese  private  collector  and  registered  as  a  National 
Treasure  are  especially  interesting.  Within  two  sets  of 
six  panels  formed  by  vertical  and  horizontal  crossed 
bands  of  hatching  are  crude  depictions  in  line  relief  of 
scenes  of  everyday  life  and  of  the  insects  and  other  wild 
life  with  which  the  people  of  the  time  were  familiar. 
Dotaku  with  designs  of  this  kind  are  exceptionally  rare 
and  it  is  generally  supposed  that  they  date  from  some- 
what later  in  the  Yayoi  period  than  those  with  sym- 
metrical geometric  decoration  as  in  No.  i. 

Only  very  few  dotaku  are  to  be  seen  in  the  West  and 
it  is  unlikely  that  any  more  good  specimens  would 


now  be  allowed  to  leave  Japan;  but  there  are  perhaps 
half  a  dozen  all  told  in  American  collections  and,  very 
fortunately,  three  examples  in  the  British  Museum, 
donated  by  that  great  benefactor  A.  W.  Franks,  which 
came  from  the  Gowland  Collection  and  were  acquired 
in  Japan  in  1887,  a  remarkably  early  date  for  such 
things  to  emerge.  They  have  each  suffered  some 
damage  but  one  of  them  (No.  3)  is  outstanding  for  its 
large  size  and  the  boldness  of  the  casting  and  line  relief. 
Even  in  Japanese  museum  collections,  where  dotaku  are 
to  be  found  in  fair  numbers,  it  would  be  hard  to  match 
this  one  for  size  and  sheer  strength  of  execution, 
though  there  is  a  fine  example  in  the  Tokyo  National 
Museum  which  comes  close  to  it  (No.  4). 


Left. 

4.  Dotaku. 
Height:  134.5  cm 
Tokyo  National 
Museum. 

Above. 

5.  Dotaku. 
Height:  47.5  cm. 
Tokyo  National 
Museum. 
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A  fully  illustrated  and  documented  account  of  an  outstanding  collection  of  jewellery  recently 
given  to  the  Victoria  and  Albert  Museum.  This  collection  contains  a  remarkable  number 
of  early  jewels,  and  handsome  examples  of  Renaissance  and  Haute  Epoquc  craftsmanship. 


VN  ANTIQUARY'S  COLLECTION 
OF  JEWELLERY 

Anna  Somers  Cocks 


The  Victoria  and  Albert  Museum  has 
recently  been  given  a  large  and  varied  collec- 
tion of  jewellery.  The  donor  inherited  some  of 
the  earlier  pieces,  but  the  majority  were  bought  over  a 
period  of  almost  half  a  century,  in  an  age  when  anti- 
quarian enthusiasm  and  an  eye  for  the  curious  and  rare 
were  more  important  than  a  torrential  cash  flow. 
Although  the  collection  includes  many  pretty  and  rich 
jewels,  such  as  a  splendidly  opulent  mid  eighteenth- 
century  French  parure  of  blue  and  white  sapphires,  its 
true  wealth  lies  in  its  representative  nature  for  the 
whole  history  of  European  jewellery,  from  the  Middle 
Ages  up  to  the  early  nineteenth  century,  and  in  the 
occasional  glimpses  which  it  gives  of  historical  events 
and  personalities. 

The  earliest  centuries  represented  are  the  sixth  and 
seventh,  w  ith  a  small  group  of  Frankish,  Merovingian, 
and  Lombardic  rings,  whose  exceptional  feature  is  that 
they  all  have  a  recorded  provenance.  The  mediaeval 
part  of  the  collection  consists  of  around  sixty  pieces, 
many  of  which  arc  also  rings.  A  ring  was,  and  is,  a 
highly  personal  piece  of  jewellery,  sometimes,  in  the 
case  of  a  seal  ring,  representing  the  man  who  wore  it, 
or,  as  with  an  episcopal  ring,  a  symbol  of  the  power 
vested  in  him,  so  in  a  good  many  cases  we  know  the 
name  of  the  ow  ners.  A  hue  example  of  the  former  is  a 
typically  fourteenth-century  Italian  seal  ring  (No.  i) 


with  an  intaglio,  probably  late  Roman,  surrounded  by 
a  deeply  engraved  inscription  saying  that  it  belonged 
to  Henry  of  Suessa,  chancellor  and  legate.  The  sides  of 
the  bezel  arc  engraved  with  foliage  which  would 
almost  certainly  once  have  contained  enamel,  while 
the  bifacetted  stirrup-shaped  hoop  is  engraved  with  the 
quotation,  'The  Word  was  made  Flesh,  and  dwelt 
among  us,  and  we  beheld  His  glory'  (John,  i.  14).  This 
quotation  appears  fairly  frequently  on  mediaeval  rings 
(for  example,  on  an  Italian  ring  of  the  same  date  in  the 
British  Museum1)  as  a  pious  reflection,  and  also 
with  the  occasional  purpose  of  protecting  the  wearer 
against  paroxysms.  The  second  half  of  the  fourteenth 
century  saw  the  development  of  a  kind  of  stonesetting 
which  reached  the  height  of  its  elaboration  two  cen- 
turies later.  The  claws  extend  down  over  the  collet  as 
ridges  of  metal  conjoined  at  the  bottom,  thus  giving  it 
the  appearance  of  an  engrailed  band.  This  is  the  kind  of 
setting  enclosing  the  sapphire  in  the  ring  (No.  2) 
which  we  know  to  have  belonged  to  William  Wytlesey 
(died  1374),  an  undistinguished  Archbishop  of  Canter- 
bury who  was  probably  laid  in  his  tomb  wearing  this 
ring  which  is  engraved  with  his  name.  The  engraving 
on  the  shoulders,  with  its  long  pointed  leaves  and 
rosettes  has  a  very  close  parallel  in  the  background  of  a 
gold  pendant  w  ith  St.  John  the  Baptist,  found  at  HerneJ 
Bay  and  now  in  the  British  Museum. 


1.  Seal  ring  of  Hciiry  of  Suessa,  Italian, 
fourteenth  century.  Gold,  set  with  an  agate  intaglio. 
(m.  189-1975). 


2.  Ring  of  Archbishop  Wytlesey  (ob.  1374). 

Gold,  set  with  a  sapphire.  Probably  found  in  the  grave  ot 

Archbishop  Wytlesey  in  Canterbury  Cathedral. 

(m.  191-1975). 


A.  Breast  ornament. 
European,  c.  1625. 
Gold  set  with 
diamonds  and 
enamelled  black  and 
gold. 

(m.  143-1975). 

b.  Pendant  and 
earrings,  silver  set 
with  diamonds  and 
almandines.  Dutch, 
seventeenth  century. 
(m.  98-ABC  197s). 
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4.  Cross.  Possibly  English,  second  half  of  the  sixteenth  century. 
Enamelled  gold  set  with  rubies  and  a  diamond. 

(m.  240-1975). 
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Much  of  the  engraving  on  jewellery  in  the  later  I 
Middle  Ages  once  contained  enamel,  if  only  of  the  • 
opaque  black  variety.  Frequently,  of  course,  this  has  ] 
now  disappeared,  but  in  the  small  tablet  (No.  3)^n-  | 
graved  with  the  Adoration  of  the  Magi,  the  black  j 
ground  still  survives.  It  relates  in  style  and  technique  to  I 
the  numerous  English  iconographic  rings  of  the  I 
fourteenth  and  fifteenth  centuries,  and  also  to  a  late  I 
fifteenth-century  gold  rosary  with  engraved  beads  in  I 
the  Victoria  and  Albert  Museum's  collections.  It  is  not  I 
obvious  what  function  this  little  fifteenth-century  gold  I 
plaque  would  have  had,  but  it  may  have  been  a  leaf  | 
from  a  book,  similar  to  the  sixteenth-century  South  I 
German  silver  booklet,  formerly  in  the  Figdor  Col-  I 
lection,  or  perhaps  it  had  a  frame  and  was  worn  I 
hanging  on  a  chain  from  a  woman's  girdle,  like  the  I 
tablet  of  gold  which  hung  at  Anne  Boleyn's  waist  and  n 
which  she  sent  to  Worsley  in  1532  'with  very  gentle 
and  comforting  words'.2 

The  use  of  enamelling  on  jewellery  increased 
throughout  the  fourteenth  and  fifteenth  centuries 
until  in  the  sixteenth  century  it  became  the  most  im- 
portant element  in  much  jewellery  design.  In  the  cross 
pendant  (No.  4),  for  example,  the  five  rubies  and  a 
diamond  in  engrailed  collets  on  the  front  are  import- 
ant, but  foliage  enamelled  in  translucent  and  opaque 
colours  creeps  around  them  from  the  back  where  the 
brightly  coloured  vine  leaves  play  the  most  important 
part  in  the  design.  The  problems  of  giving  a  country  of 
origin,  let  alone  a  maker's  name,  to  such  jewellery  are 
well  known,  since  the  style  was  international  and 
jewellery,  designs,  and  craftsmen  circulated  freely 
around  Europe.  There  is  a  piece  of  evidence  which 
might  tentatively  suggest  that  this  piece  originated  in 
England:  the  Phoenix  jewel  in  the  British  Museum, 
which  encloses  a  portrait  of  Queen  Elizabeth  1,  has  a 
very  similar  naturalistic  setting  of  matted  gold  branches 
and  foliage.  This  is  dated  on  the  basis  of  the  Queen's 
costume  to  between  1572  and  1574.3 

A  piece  which  is  definitely  English  is  the  miniature 
case  (Nos.  5  and  6)  containing  a  portrait  in  the  Hilliard 
manner  of  James  1.  The  identical  translucent  red  enamel 
on  a  diapered  basse-taille  ground  also  appears  on  the  lid 
of  a  pendant  with  the  portrait  of  Queen  Elizabeth  in 
the  possession  of  the  Drake  family.  This  is  dated 
before  1579  when  it  was  presented  to  Sir  Francis  Drake 
by  the  Queen.  Assuming  however  that  the  case  here 
was  made  for  the  miniature  which  it  now  contains,  it 
must  date  from  as  late  as  around  1609,  when  the  proto- 
type by  Hilliard,  in  the  collection  of  h.  m.  The  Queen 
on  which  this  is  based,  was  painted.4  The  icono- 
graphic type  is  of  James  as  a  young  man,  bare-headed 
and  with  a  square-edged  ruff,  against  a  cloth  of  State. 
The  variation  on  the  prototype  are  the  rays  of  the  sun 
painted  around  the  edge.  The  miniature  on  the  lid 
represents  the  Ark  on  stormy  waters.  This  icono- 
graphv  was  first  adopted  by  Elizabeth  on  the  so-called 
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s.  Miniature  case.  English,  c.  \<>io.  6.  Miniature  ofjames  i  and  of  the  Ark  in  the  Hilliard  manner. 

Gold  with  translucent  enamel. 


Armada  jewel  in  the  Victoria  and  Albert  Museum,  and 
is  an  allusion  to  her  guiding  the  ship  of  state,  or  pos- 
sibly the  Church,  through  the  troubled  political  events 
of  the  day.  James  adopted  the  same  emblem,  with  pre- 
sumably the  same  significance,  mutatis  mutandis,  and  a 
number  of  medals  were  cast  with  it  in  the  reverse.  A 
silver  one  with  the  identical  motto  as  that  on  the 
miniature,  stet  salva  per  undas,  is  in  the  British 
Museum.5  The  interest  of  this  piece  is  twofold:  firstly, 
it  provides  another  example  of  the  royal  iconography 
of  the  late  sixteenth  and  early  seventeenth  centuries, 
and  secondly,  it  illustrates  the  longevity  of  a  certain 
style  <>t  enamelling. 

Out  of  the  mainstream  of  European  jewellery,  but 


very  popular  in  Germany,  was  amber.  The  reliquary 
pendant  (No.  7a)  combines  the  ubiquitous  enamel- 
work  of  the  late  sixteenth  century  with  a  head  sculpted 
in  this  substance.  With  relatively  few  exceptions,  amber 
work  came  from  the  Baltic,  and,  in  this  period,  from 
1  ti beck  in  particular.  Amber  continued  to  be  popular 
in  Germany  throughout  the  seventeenth  and  into  the 
eighteenth  century,  when  certain  courts,  such  as  Kassel, 
Braunschweig,  Dresden  and  the  Danish  court  in 
Copenhagen  employed  craftsmen  who  worked  speci- 
fically in  this  material.  The  small  pendant  of  an  Amerin- 
dian (No.  7b),  backed  with  gold,  dates  from  the 
eighteenth  century,  and  perhaps  came  from  one  of 
these  courts.6 
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Probably  also  from  Germany  is  a  dress  ornament 
of  the  very  early  seventeenth  century  (No.  8).  Its 
use  of  jewels  and  enamels  is  not  all  that  different 
from  the  idiom  of  the  preceding  century,  but  the 
framework  is  thinner,  the  c-scrolls  less  taut  and  the 
whole  effect  much  lighter  and  more  abstract.  None- 
theless, the  device  of  a  winged  heart,  pierced  with 
arrows  with  a  skull  beneath,  is  almost  certainly 
intended  to  make  an  emblematic  allusion.  Very 
similar  motifs  occur  elsewhere:  in  Jakob  Mores' 
book  of  jewellery  designs  executed  mostly  for 
the  court  of  Schleswig-Holstein  at  the  turn  of  the 
sixteenth  and  seventeenth  centuries,  this  device 
appears  a  number  of  times,  but  with  a  sand-glass 
instead  of  a  skull  as  symbol  of  mortality.7  It  also 
occurs,  but  without  the  symbol  of  death,  whose  addi- 
tional significance  it  is  easy  to  grasp,  in  Juan  de 
Covarrubias'  Emblemas  Morales  (Segovia,  1589)  where 
one  interpretation  is  that  happiness  lies  only  with  God.8 

The  airiness  of  design  of  the  last  piece  of  jewellery 
discussed  is  carried  much  further  in  the  next,  a  breast 
ornament  of  around  1625  (colour  a),  Although  the 
cut-down  settings  of  the  diamonds  are  solid  enough, 
the  framework  of  gold  with  black  and  white  enamel  to 
which  they  arc  attached  is  constructed  in  three  super- 
imposed layers,  so  that  as  the  wearer  moves,  the  jewel 
presents  a  shifting  optical  effect,  while  the  enamel  is 
there  primarily  to  accentuate  the  recession  and  ad- 
vance of  the  design.  The  leafy  shapes  of  the  settings  arc 
characteristic  of  the  designs  by  a  number  of  artists  from 
about  1619  onwards.  Most  of  these  are  French:  for 
example,  Jean  Toutin  of  Chateaudun,  Pierre  Symony, 
a  Swiss  who  worked  in  Strassburg,  Pierre  Marchant  of 
Paris,  and  the  designer  whose  work  is  perhaps  closest 
to  this  jewel,  Balthasar  Lemersicr,  who  was  published 
in  1625  and  1629.  The  style,  however,  seems  to  have 
been  international,  a  very  similar  pendant  in  this 
museum's  collection  coming  from  Ambras  Castle, 
near  Innsbruck,  and  many  such  jewels  having  a 
Spanish  provenance. 

Lockets  and  medallions  continued  in  popularity 
throughout  the  century,  and  around  the  1640s  an 
international  fashion  for  pale  blue  enamel  came  in. 
This  is  used  for  the  ground  to  an  embossed  gold 
portrait  of  Gregory  xm  (reigned  1572-1585)  in  a 
locket  (No.  9).  The  large  table-cut  crystals  winch  sur- 
round it  are  set  in  a  delicate  pierced  floral  enamel 
border,  of  a  design  first  propagated  by  the  Parisian 
Gilles  Legare  in  1663.  The  back  of  the  locket  is  painted 
in  enamel  with  the  arms  of  Carl  Caspar  von  Leyen, 
Elector  and  Archbishop  of  Trier  1652-1676.  This  gives 
a  very  plausible  span  of  years  in  which  to  place  the 
jewel.  The  puzzle  is  why  he  should  have  chosen  to 
commemorate  a  pope  who  reigned  almost  a  century 
earlier.  It  may  merely  be  because  Gregory  was  known 
to  have  taken  particular  care  of  German  interests  and 
enlarged  the  German  College  in  Rome,  but  it  may, 


8.  Brooch  in.  the  form  of  a  heart  with  wings  and 
transfixed  by  arrows,  German,  early  seventeenth  century. 
Enamelled  gold  set  with  a  diamond,  rubies  and  emeralds. 

(m.  66-1975). 


9.  Locket,  on  the  front  the  portrait  of  Pope  Gregory  xm, 
and  on  the  back,  the  arms  of  Carl  Caspar  von  Leyen, 
Elector  and  Archbishop  of  Trier  1652-1676.  German, 
third  quarter  of  the  seventeenth  century.  Enamelled  gold, 
set  with  table-cut  crystals,  (m.  6-1975). 
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more  topically,  be  the  product  of  von  Leyen's  violently 
anti-French  sentiments. These  are  recorded  in  Ins  poem 
which  is  a  battlecry  and  exhortation  to  Emperoi 
Leopold  to  take  up  arms  against  France.'1  I  he  por- 
trait is  based  on  one  engraved  on  the  medal  In 
Gianfederigo  Bonzagna  which  Gregory  had  cast  to 
celebrate  the  St.  Bartholomew's  Day  Massacre  of  [572 
(this  is  depicted  on  the  reverse),  and  by  it,  von  Leyen 
mav  have  intended  to  draw  a  parallel  between  the 
Huguenots'  struggle  in  France  in  the  sixteenth  century, 
and  Jansenism  which  prevailed  in  the  seventeenth 
century. 

A  locket  (No.  10)  with  the  same  pale  blue  enamel  as 
the  preceding  one  is  painted  in  grisaille  enamel  with 
Bacchus  and  Ariadne  on  one  side,  and  an  androgynous 
Adonis  with  Venus,  or  possibly  Jupiter  and  Callisto  on 
the  other.  Quotation  from  Michel  Dorigny's  engrav- 
ing after  Vouet,  dated  1644,  and  the  second  subject  is 
a  reversed  reproduction  of  the  painting  now  in  the 
J.  Paul  Getty  Museum,  Malibu.  Although  obviously 
sources  could  go  on  being  used  for  years  after  they 
first  came  out,  it  is  likely  that  this  locket  was  made 
when  the  engraving  was  still  topical,  and  so  just  before 
die  middle  of  the  century. 1 1 

A  charming  late  seventeenth-century  or  perhaps 
eighteenth-century  rarity  is  a  ring  with  a  double  hoop, 
enamelled  on  the  interior  10  fui  sempre  per  te  tal  qual 
mi  miri  and  with  a  pivoted  blackamoor  on  top  (No.  11). 
It  belongs  to  a  group  called  carnival  rings  and  generally 
attributed  to  Venice,  no  doubt  because  all  blackamoor 
sconce  holders  are  supposed  to  come  from  there.  An 
altogether  more  serious  kind  of  jewellery  is  the  great 
blue  and  white  sapphite  parure  mentioned  earlier 
(No.  3).  This  is  not  only  intrinsically  valuable,  but  a 
very  important  example  of  the  joaillier's  art  within  the 
rather  stereotyped  idiom  of  grand  eighteenth-century 
jewellery.  It  is  a  masterpiece  of  articulation  and  exact 
stonesetting,  each  gem  so  close  to  its  neighbour  that  a 
pave  effect  is  achieved.  The  design,  however,  with  its 
bow  shapes  and  girandoles  does  not  make  any  signific- 
ant advance  on  the  basic  ideas  of  up  to  a  century 
earlier.  The  only  exception  to  this  is  the  brooch, 
which,  influenced  by  the  Rococo,  deviates  from  the 
'  assymetry  of  the  other  pieces  and  attempts  a  hard  kind 
of  naturalism.  Grand  eighteenth-century  jewellery, 
almost  more  than  any  earlier  kinds,  needs  to  be  worn, 
and  preferably  by  candle-light,  for  its  beauty  to  be 
appreciated. 

If  gem  setting  triumphed  over  the  art  of  the  gold- 
smith in  such  jewellery  as  this  parure,  the  goldsmith's 
energies  were  now  channelled  into  producing  the 
accessories  of  dress  -  snuffboxes,  chatelaines,  etuis  and 
so  on.  The  collection  includes  over  twenty  of  these,  of 
which  No.  13  is  perhaps  one  of  the  most  interesting. 
The  framework  is  of  copper-gilt,  with  gold  and 
enamelled  plaques  attached  to  the  front  of  it.  These  are 
;  inlaid  with  translucent  blue  enamel  on  a  machine- 


10.  Locket,  enamelled  with  scenes  after  Simon  Vouet, 
engraved  by  Dorigny.  French,  mid  seventeenth  century. 
(m.  114-1975). 


11.  Carnival  ring.  Enamelled  gold,  set  with  rubies  and 
diamonds.  The  hoop  separates  and  is  enamelled  on  the 
interior  10  rui  sempre  per  te  tal  qual  mi  miri. 
Italian.  Late  seventeenth  or  early  eighteenth  century. 
(m.  231-1975). 
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12.  Parure  consisting  of  a  pendant,  brooch,  slide  button  and 
pair  of  earrings.  French,  c.  1760.  Gold,  set  with  blue  and 
white  sapphires,  (m.  163-1975). 


turned  ground.  Similar  floral  designs  in  dark  blue 
enamel  occur  on  a  snuffbox  in  the  Victoria  and  Albert 
Museum  with  the  maker's  mark  er  (perhaps  Elias 
Russell);  a  watch  in  a  private  collection  has  enamelling 
of  the  same  type  on  its  case,  but  the  mark  tl;  while  a 
similar  chatelaine  passed  through  Sotheby's  sale- 
rooms,12 with  attached  to  it,  a  watch  en  suite  by  Kentish 


and  Hayncs  and  the  hall-mark  for  1779.  Thus  one  can 
conclude  that  this  type  of  enamelled  design  had 
general  currency  in  London  during  the  1770s.13 

The  collection,  on  display  in  the  Jewellery  gallery  of 
the  Victoria  and  Albert  Museum,  will  not  come  as  a 
surprise  to  regular  visitors,  for  the  donor  has  been 
lending  individual  pieces  over  the  years  as  they  were 
acquired,  but  it  is  a  great  consolation  to  the  museum  to 
know  that  it  need  never  worry  now  about  losing  such 
an  interesting  and  important  collection,  and  it  is  for 
everyone  to  be  grateful  that  there  are  still  collectors 
who  are  as  generous  as  they  are  discriminating. 
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13.  Chatelaine  (the  watch  not  en  suite).  Copper-gilt, 
covered  with  gold  plaques  enamelled  translucent  blue. 
English,  1770s.  (m.  261  a  and  b-1975). 
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1 .  O.  M.  Dalton,  'Catalogue  of  the  finger  rings  bequeathed 
by  Sir  A.  W.  Franks'  (1912),  cat.  110s.  229  and  895. 

2.  A.  Hartshornc,  'The  gold  chains,  the  pendants,  the  pater 

nosters  and  the  zones  of  the  Middle  Ages,  the  Renaissance 
and  later  times'.  Archaeological  Journal,  lxvi(i909),  p.  84 

3.  E.  Auerbach,  'Nicholas  Hilliard',  (1961),  p.  180. 

4.  G.  Reynolds,  'Portraits  by  Nicholas  Hilliard  and  his 
assistants  of  James  1  and  his  family'.  Walpole  Society, 
xxxiv  (1952-1954),  p.  19. 

5.  E.  Hawkins,  'Medallic  illustrations  of  the  history  of 
Great  Britain' (1904),  pi.  xvm,  No.  10. 


6.  cf.  H.  Bethe,  'Bernstein',  'Reallexikon  zur  deutschen 
Kunstgcschichte',  11,  pp.  299-307. 

7.  R.  Stettiner,  'Das  Kleinodienbuch  des  Jacob  Mores  in  dcr 
Hamburgischen  Stadtbibliotek'  (1910),  pi.  22,  no.  I,  pi.  30, 
no.  1. 

8.  Cited  in  A.  Henkel  and  A.  Schone,  'Emblemata : 
Handbuch  zur  Simibildkunst  des  xvi  und  xvn\ 
Jahrhunderts  (1967),  p.  1027. 

9.  Printed  in  the  appendix  to  'Diarii  Europaei  Continuatio,' 
xxvn  (1674),  PP-  44-48. 

10.  I  am  indebted  to  Mr.  T.  Clifford  for  helping  me 

find  these  sources.  The  first  is  illustrated  in  W.  R.  Crelly, 
'The  Painting  of  Simon  Vouet'  (1962),  fig.  188. 

11.  Sotheby's  Sale,  8.  xn.  1969,  lot  179. 

12.  I  am  indebted  to  Mr.  C.  Truman  for  the  information 
about  the  various  pieces  enamelled  in  this  fashion. 
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The  recent  cleaning  and  framing  of  two  oval  portraits  of  Caleb  Whitcfoord  and  his  wife  at 
the  Royal  Society  of  Arts  has  focused  attention  on  the  career  of  a  man  who  combined  the 
trade  of  a  wine  merchant  with  the  profession  of  a  political  journalist,  served  his  country  in  a 
major  diplomatic  enterprise,  and  was  the  enthusiastic  patron  of  some  of  the  most  distinguished 
artists  of  the  British  School. 


CALEB  WHITEFOORD 

Merchant,  Diplomatist  and  Art  Patron 
D.G.C.  Allan 


Caleb  Whitefoord  was  the  son  of  Colonel 
Charles  Whitcfoord,  whose  honourable 
conduct  during  the  '45  had  earned  him  the 
respect  alike  of  Whigs  and  Jacobites.  In  old  age,  as  the 
young  Wilkie  noted,  Caleb  proudly  displayed  a  sword 
in  his  study  to  remind  the  world  that  he  was  a 
'Whitefoord  of  that  ilk'.  He  had,  however,  been  in- 
tended for  the  ministry  of  the  Scottish  Church  and  had 
subsequently  come  to  London  -  where  an  apparently 
successful  apprenticeship  and  partnership  in  the 
Portuguese  wine  trade,  supplemented  by  a  substantial 
inheritance,  gave  him  leisure  to  enjoy  the  play,  dine  at 
the  clubs,  become  a  connoisseur  of  prints  and  paintings, 
and  to  write  numerous  articles  for  the  Public  Advertiser. 

Whose  talents  to  fit  any  station  were  fit, 
Yet  happy  if  Wood  fall  confessed  him  a  wit.1 

His  friend  Garrick's  verdict,  so  often  quoted,  reflected 
the  popular  view  that  he  wasted  his  energy  in  political 
journalism.  Yet  to  a  young  Scotsman  in  the  London 


society  of  the  1760's  who  wished  to  preserve  his  good- 
name,  ability  in  this  field  was  a  valuable  asset.  "What 
first  engaged  me  in  political  controversy',  he  wrote, 
'was  a  desire  of  undeceiving  the  public  .  .  .  that  most 
places  of  trust  and  profit  in  England  were  engrossed  by 
Scotchmen'.  This  assertion,  false  and  absurd  as  it  was, 
had  been  frequently  repeated  by  the  North  Briton  and 
Monitor,  and  '.  .  .  every  John  Bull  in  the  Kingdom 
believed  it  as  firmly  as  his  creed'.  He  earned  the  grati- 
tude of  the  government  by  exposing  the  absurdity  of 
Wilkes  and  the  'pseudo-patriots'  and  on  one  occasion 
amused  the  whole  town  by  advertising  for  a  new 
Grievance'.  He  was  not,  however,  partisan,  and  he 
claimed  that  'whenever  any  change  of  ministry  hap- 
pened and  the  party  writers  on  both  sides  began  the 
work  of  serious  abuse,  I  have  always  endeavoured  to 
make  such  changes  a  matter  of  laughter  . 2 

He  remained  the  firm  friend  of  Lord  Bute  after  that 
minister  had  become  the  target  for  public  obloquy  and 
his  known  loyalty  to  Dr.  Franklin,  in  spite  of  the  rift 


Right. 

1.  Anonymous. 
Caleb  Whitefoord, 

c.  1800,  29  x  24  inches. 
Royal  Society  oj  Arts. 

Far  right. 

2.  Anonymous. 

I  Mrs.  Mary  Whitefoord, 
c.  1800,  29  X  24  inches. 
Royal  Society  of  Arts. 


Left. 

).  William  Daniell 

;i769-i837) 

lfter  George  Dance. 

Caleb  Whitefoord, 

[795,  engraving. 
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4.  James  Gillray  (1757-1815). 
Connoisseurs  examining  the  collection  of  George  Morland, 
1807,  engraving.  Whitefoord  is  shown  holding  an 
eyeglass  and  standing  behind  the  figure  with  spectacles. 
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with  the  American-Colonies,  led  to  his  being  chosen 
by  Lord  Shelhurne  to  go  to  Paris  in  1782  and  open 
peace  negotiations.  His  best  remembered  literary 
success  was  an  anthology  of 'Cross  Readings'  from  the 
newspapers.  These  absurdly  contrasted  quotations 
'The  sword  of  state  w  as  earned  before  Sir  fohn  Fielding 
and  committed  to  Newgate  is  my  own  favourite  - 
amused  such  diverse  critics  as  Smollet,  fohnson, 
Goldsmith  and  Horace  Walpole. ; 

His  enthusiasm  for  the  arts  led  him  into  a  life-long 
association  with  Sir  [oshua  Reynolds  and  the  affairs  of 
the  Royal  Academy.  I  [e  served  as  a  chairman  of  the 
Committee  of  Polite  Arts  and  Vice-President  of  the 
Society  of  Arts,  and  was  a  founder.  Director,  and 
( lovernor  of  the  British  Institution.  His  large  collection 
of  pictures  was  exceptional  for  a  man  of  moderate 
fortune,  illustrating  it  w  as  said  'the  Triumph  of  Taste 
over  Riches'.  He  was  supposed  to  have  the  habit  of 
touching  up  his  old  masters,  but  we  have  only  the 
word  of  an  enemy  for  this  story.  There  is,  however,  no 
doubt  that  he  practised  as  an  amateur  artist.  He  com- 
pleted a  portrait  of  Franklin  w  hich  was  'acknowledged 
to  bear  a  strong  and  striking  likeness'.  His  own  por- 
trait has  not  survived,  but  the  Royal  Society  still 
treasure  one  by  Joseph  Wright  w  hich  Caleb  commis- 
sioned at  the  time  of  the  peace  negotiations  and  sub- 
sequently presented  to  the  Society  (No.  5).  The  Society 
of  Arts  similarly  benefited  from  Caleb's  interest  in 
portraiture.  It  was  thanks  to  his  friendship  with  the 
artist  that  Richard  Cosway  presented  his  William 
Shipley  (No.  6)  and  Peter  Templeman,  thus  securing 
portraits  of  its  Founder  and  one  of  its  most  celebrated 
Secretaries  for  that  institution.  James  Barry,  the  Irish 
history  painter  who  decorated  the  Society  of  Arts 
meeting  room  in  the  Adelphi  with  six  great  canvases 
depicting  the  'Progress  of  Human  Culture  and 
Knowledge'  and  whose  manic  temperament  needed 
all  the  friendship  it  could  get,  was  given  enthusiastic 
support  by  Caleb  Whitcfoord,  both  on  the  triumphal  t 
day  in  1799  when  he  received  the  Society's  Cold  Medal 
and  two  hundred  guineas  'with  every  designation  and 
tribute  of  respect',  and  in  his  last  sad  years  of  poverty 
when  an  annuity  was  raised  on  his  behalf.4 

For  some  thirty  years  Caleb  lived  in  Craven  Street 
off  the  Strand  and  then  moved  to  2  John  Street. 
Adelphi,  where  his  friend  Isaac  Disraeli  also  had  an 
apartment.  At  John  Street,  wrote  J.  T.  Smith,  Caleb 
had  fitted  up  a  picture  gallery  in  an  octagon  room  with 
an  upper  light  which  'was  considered  by  Mr.  Christie 
of  so  excellent  a  shape  for  the  exhibition  pictures  that 
he  adopted  it  when  he  fitted  up  his  great  room  111  King 
Street  .  After  four  years  he  moved  again,  probably  be- 
cause of  his  growing  family  -  he  had  married  in  i.xoo 
-  to  a  large  house  in  Argyll  Street,  near  Oxford  Street 
and  there  he  stayed  until  his  death  in  [810.  Argyll 
Street  is  within  walking  distance  of  Mortimer  Street 
where  his  friend  'Nolly'  lived.  Smith  says  that  'at  this 


5.  Joseph  Wright  (1756-1793). 
Benjamin  Franklin,  1782,  30  x  25  inches. 

Presented  to  the  Royal  Society  by  Caleb  Whitcfoord  in  1 791 . 
Royal  Society  of  Arts. 

6.  Richard  Cosway  (1742-1821). 
William  Shipley,  1759, 

28£  X  23  J  inches. 

Secured  for  the  Society  of  Arts  by  Caleb  Whitcfoord  in  1785. 
Royal  Society  of  Arts. 
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7.  Sir  David  Wilkig  (1785-1841). 
The  Letter  of  Introduction,  18 13, 

24  X  19J  inches. 

National  Gallery  of  Scotland. 

8.  Sir  David  Wilkie  (1785-1841). 
Sketch  for  the  Letter  of  Introduction,  c.  1 8 1 3 . 
Victoria  and  Albert  Museum. 


time  Caleb  was  so  constant  a  guardian  of  Nollekens's 
knocker,  that  no  one  ventured  to  cope  with  his  wit  on 
that  sculptor's  threshold;  for  like  Goldsmith's  goose, 
he  stoutly  kept  up  his  right  to  the  pond's  side  . 
Advanced  on  the  journey  of  life  as  Nollekens  was, 
little  did  this  "Cross-reader"  imagine  that  the  road  he 
was  treading  was  straiter  for  him,  and  that  an  earlier 
period  was  fixed  for  his  own  departure'.5 

Smith  wrote  the  preceding  passage  after  his  own 
disappointment  as  the  expected  heir  to  Nollekens's 
fortune  and  there  is  little  reason  to  believe  his  suggestion 
that  Caleb,  who  since  1790  had  been  in  receipt  of  an 
income  from  the  government,  was  playing  the  part  of 
Corvino  to  Nollekens's  Volpone.  Similarly  his  account 
of  Nollekens's  meanness  is  contradicted  by  the  sculpt- 
or's legacies  to  Caleb  Whitefoord's  widow  and  five 
children.  However,  Smith's  descriptions  of  Caleb's 
appearance  are  of  great  interest.  'Caleb  Whitefoord', 
he  wrote  in  his  'Book  for  a  Rainy  Day",  'was  what  is 
usually  called  a  slight  built  man  and  much  addicted 
when  in  conversation  to  shrug  up  his  shoulders.  He  had 
a  thin  face,  with  little  eyes.  His  dress,  upon  which  he 
bestowed  great  attention,  was  in  some  instances  singu- 
lar, particularly  in  his  hat  and  wig'.  In  the  'Life  of 
Nollekens'  he  described  Caleb  'as  the  last  gentleman 
who  wore  the  true  Garrick  cut'.6 

It  was  this  characteristic  of  retaining  an  eighteenth 
century  style  of  dress  into  the  nineteenth  century  which 
Wilkie  caught  so  well  in  his  Letter  of  Introduction 
(No.  7).  Wilkie  had  come  down  from  Scotland  at  the 
age  of  nineteen  bearing  a  letter  of  introduction  to 
Caleb  from  Sir  George  Sandilands.  The  seventy-year- 
old  Vice-President  of  the  Society  of  Arts,  who  had 
once  been  intimate  with  Sir  Joshua  Reynolds  and  was 
the  friend  of  Cosway,  West  and  Barry,  was  caught 
slightly  off  balance  by  the  aspiring  painter's  youthful 
air  and  gave  him  the  famous  'dubious  look'  which 
Wilkie  was  to  record  for  the  delight  of  posterity.  The 
painting,  together  with  Wilkic's  preliminary  sketch, 
are  of  interest  for  the  hints  they  give  of  the  appearance 
of  the  interior  of  Caleb's  house  in  Argyll  Street.  The 
preliminary  sketch  (No.  8),  now  in  the  Sheepshanks 
Collection,  shows,  in  addition  to  the  splendid  book- 
case, some  fine  French  furniture.  Since  Wilkie  was 
working  from  memory  four  years  after  Caleb's  death, 
we  cannot  be  sure  of  his  accuracy.  Yet  had  he  strayed 
too  far  from  the  truth  there  would  have  been  those 
alive  who  would  almost  certainly  have  corrected  him. 
What  is  certain  is  that  the  house  contained  not  only  a 
hundred  or  more  oil  paintings:  'chiefly  Italian  pictures 
and  choice  specimens  of  Sir  Joshua  Reynolds'  (No.  9) 
but  a  large  collection  of  drawings,  medals  and  prints 
by  'the  great  Italian  masters  .  .  .  and  the  English 
masters  .  .  .  the  most  complete  perhaps  in  England  .  .  . 
proofs  of  Mr.  West,  Mr.  Cosway,  etc.  etc',  as  the 
enthusiastic  auctioneer  maintained.7 

At  his  death  the  European  Magazine  aptly  described 
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Caleb  Whitcfoord  as  one  of  those  men  of 'easy,  good 
naturcd,  social  disposition,  that . .  .  have  always  seemed 
necessary  links  of  the  great  chain  that  binds  Society  to- 
gether .  .  .  With  a  very  considerable  portion  of  real 
humour  and  ready  wit  he  was  liberal  in  his  ideas,  unas- 
suming in  his  manners,  and  in  his  classical  and  literary 
attainments  highly  respectable'.  His  one  weakness,  as 
the  obituary  tactfully  pointed  out,  was  a  failure  to 
apply  himself  to  any  one  work  of  creative  endeavour.8 
Yet  as  his  surviving  manuscripts  show,  he  preferred  to 
work  behind  the  scenes  and  his  historical  significance 
lies  not  merely  in  his  famous  flurry  into  international 
diplomacy,  but  in  his  long  years  of  voluntary  work, 
both  institutionally  and  personally,  in  promoting  the 
arts  and  letters  of  his  country. 
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1.  London,  National  Portrait  Gallery :  Studio  of  Reynolds 
1772-1774. 

2.  Montclair,  New  Jersey,  USA,  Montclair  Art  Museum : 
Gilbert  Stuart,  1782. 

3.  London,  Royal  Society  of  Arts:  Unknown,  c.  1800. 

II  FNCRAVED  PORTRAITS 

1.  J.Jones,  after  Sir  Joshua  Reynolds,  1793. 

2.  W.  Daniel],  after  George  Dance,  1795. 

3.  P.  Conde,  after  Richard  Cosway,  1810. 

4.  W.  Holl,  after  Gilbert  Stuart,  1810. 


9.  Sir  Joshua  Reynolds  (1723-1792). 
Nelly  O'Brien, 

c.  1760-1762, 127  X  100  cms. 

Wallace  Collection  (bought  from  the  collection  of 

Caleb  Whitefoord  by  the  second  Marquis  of  Hertford  18 10). 

Wallace  Collection. 


199 


Cooper's  work  as  a  silversmith  and  jeweller  is  still  largely  unknown.  Mrs.  Gere  places  him 
in  his  context,  as  an  admired  member  of  the  Arts  and  Crafts  movement  whose  inventive 
designs  and  superlative  skill  made  his  work  much  sought  after  in  the  Edwardian  era. 


THE  WORK  OF 
JOHN  PAUL  COOPER 

Charlotte  Gere 


Tohn  Paul  Cooper,  whose  work  as  a  jeweller, 
silversmith  and  metalworker  is  still  compara- 
tively unknown  and  undervalued,  was  born  in 
1 869.  He  was  to  become  an  admired  and  respected 
member  of  the  confraternity  of  artists  connected  with 
the  Arts  and  Crafts  movement  and  during  his  lifetime 
his  work  was  widely  illustrated  in  periodicals  devoted 
to  the  decorative  arts,  but  his  name  is  still  not  one  of 
the  half-dozen  or  so  that  come  instantly  to  mind  when 
the  craft  revival  is  mentioned. 

Cooper  was  the  son  of  a  director  of  Messrs.  Cooper, 
Corah  and  Sons,  St.  Margaret's  Works,  the  Leicester 
hosiery  firm.  His  father  hoped  that  he,  or  one  of  his 
two  brothers  might  wish  to  go  into  the  firm,  but  was 
destined  to  disappointment  as  none  of  them  were 
interested  in  the  business.  Cooper  was  educated  at  the 
Old  Hall  School,  Wellington,  and  spent  two  years  at 
Bradfield  College,  which  he  attended  at  the  same  time 
as  Edward  Cordon  Craig,  the  revolutionary  stage  de- 
signer, who  was  to  become  a  lifelong  friend,  a  friend- 
ship based  on  a  mutual  love  of  reading  and  a  determina- 
tion to  avoid  organised  games.  Encouraged  by  his 
mother,  the  daughter  of  a  bookseller  in  Woodbridgc, 
Cooper  chose  an  architect's  career  and  in  1889,  at  the 
age  of  twenty,  he  was  articled  to  J.  D.  Scdding,  the 
architect,  whose  office  in  Oxford  Street  was  next  door 
to  the  showrooms  of  Morris  and  Company.  Working 
in  Sedding's  office  at  this  time  were  Ernest  Gimson, 
the  cabinet-maker  and  furniture  designer,  and  Alfred 
Powell,  the  decorator  (who,  with  his  wife  Louise,  is 
best  known  for  his  painted  pottery  and  furniture)  both 
of  whom  were  subsequently  to  exhibit  alongside 
Cooper  at  Arts  and  Crafts  Society  shows.  Sedding's 
chief  assistant  was  Henry  Wilson,  who  took  over  the 
practise  when  Scdding  died  in  1891,  aged  only  fifty- 
three.  Cooper  completed  his  articles  under  Wilson, 
and  worked  under  him  as  an  architectural  assistant.  A 
year  before  Sedding's  death  Wilson  had  become  in- 
terested in  metal-working,  an  interest  which  began  to 
preoccupy  him  to  the  exclusion  of  his  architectural 


work,  though  he  completed  a  number  of  projects 
which  had  been  left  unfinished  by  Scdding.  It  was 
through  Wilson's  influence  that  Cooper  also  turned  to 
metal-working  instead  of  architecture,  and  in  1894  he- 
began  the  work  which  was  to  occupy  the  greater  part 
of  his  working  life.  He  subsequently  designed  some 
additions  to  the  St.  Margaret's  Works,  cottages  in 
North  Evington  (Leicester),  and  the  Whit  wick  Schools, 
his  own  house  was  the  only  architectural  project  under- 
taken after  1 898-1 899. 

As  well  as  his  architectural  work  Scdding  made  a 
great  many  designs  for  embroidery,  wallpapers  and 
ecclesiastical  gold  and  silversmiths  work.  The  surviving 
pieces,  although  still  in  the  historically  correct  Gothic 
style  w  hich  wras  superseded  in  his  pupil's  work  by  a 
more  eclectic  approach,  can  be  seen  to  incorporate 
elements  which  were  later  to  become  the  characteristic 
hallmarks  of  the  metalwork  designs  of  both  Wilson 
and  Cooper  as,  for  instance  the  use  of  a  combination  of 
ivory  and  crystal  with  gold  and  silver,  and  in  some  of 
the  motifs,  particularly  the  massed  and  interlaced 
branches  of  foliage.  Some  aspects  of  the  work  of 
Wilson  and  Cooper  are  so  similar  that  it  is  very  hard  to 
tell  them  apart,  though  the  choice  of  stones,  both  in 
colour  and  in  shape,  and  the  placing  of  them  in  relation 
to  the  rest  of  the  design  seems  slightly  more  subtle  in 
Cooper's  work.1  This  feeling  for  the  special  character- 
istics of  the  stones  and  other  materials  is  the  most 
fundamental  aspect  of  his  work,  which  gives  his 
jewellery  a  quality  that  is  impossible  to  convey  in 
words.2 

The  student  of  Cooper's  life  and  work  is  fortunate 
in  that  he  kept  a  very  complete  record  of  all  his  com- 
pleted projects  in  the  form  of  stock  books,  recording 
the  date  of  completion,  with  a  brief  description  of  the 
materials  used  and  a  rough  but  serviceable  identifica- 
tion sketch  of  nearly  every  piece,  as  well  as  several 
albums  of  photographs  and  a  number  of  preliminary 
drawings.  All  these  documents  are  still  in  the  possession 
of  his  family  and  have  been  widely  used  for  the  authen- 
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tication  and  dating  of  pieces  which  come  to  light.  The 
first  stock  book  covers  the  years  from  1896  to  1914, 
and  in  turning  the  pages  it  is  possible  to  reconstruct  the 
pattern  of  work  as  well  as  the  relative  popularity  of  the 
various  types  of  objects  which  Cooper  made. 

From  about  the  time  w  hen  Cooper  first  embarked 
on  his  career  as  a  craftworker,  May  Oliver,  who  w  as 
his  second  cousin  and  later  became  his  wife  (28  1  )ecem- 
ber  1901),  was  working  in  the  same  studio.  She  had 
previously  worked  at  Cooper's  suggestion  with 
Christopher  Whall,  the  stained  glass  artist,  and  she  now 
interested  herself  in  Cooper's  work  -  one  entry  in  the 
first  stock  book  (referring  to  two  silver  napkin  rings)  is 
carefully  annotated  'Largely  May's  work'  -  but  she 
mainly  worked  with  him  on  the  gesso  boxes  of  which 
a  considerable  number  were  made  at  this  time.  Later 
her  chief  interest  was  to  be  weaving  in  silk,  of  which  a 
few  examples  survive  as  witness  to  the  delicacy  and 
precision  of  her  work.3 

The  first  of  the  wood  and  ^csso  boxes  which  were 
Cooper's  earliest  craft  works  appears  in  the  stock  book 
in  1898  (the  entries  arc  not  chronological  and  some  are 
so  abbreviated  that  it  might  be  possible  to  overlook 
one,  but  according  to  his  diary  he  had  been  making 
them  since  1892),  and  they  were  made  until  about  1908. 
The  wood  boxes  themselves  were  made  by  an  ordinary 
trade  cabinet-maker  called  Mason,  who  lived  in 
Hammersmith.  They  are  exquisitely  made,  most 
beautifully  constructed  and  finished,  and  it  is  almost  as 
great  a  pleasure  to  look  at  the  inside  as  at  the  decorated 
exterior.  The  boxes,  which  arc  of  various  shapes  - 
octagonal,  coffer-shaped  and  round  -  are  decorated 
with  polychrome  panels  of  raised  gesso  work  bordered 
with  heavy  gilding.  The  earliest  of  these  boxes  (1892) 
rather  surprisingly  pre-dates  by  some  years  both 
Cooper's  meeting  with  Joseph  Southall  and  Charles 
Gere,  the  Birmingham  Group  tempera  painters,  and 
his  time  as  head  of  the  metalwork  department  at  the 
Birmingham  School  of  Art  (1901-1907)  which  was  at 
that  time  the  centre  of  the  tempera  revival  and  allied 
technique  of  gesso  work.  It  was  in  1896  on  holiday  in 
France  that  Cooper  met  Southall  and  Gere,  who  must 
at  that  point  have  been  in  the  first  flush  of  their  en- 
thusiasm for  the  tempera  revival. 

At  the  end  of  the  nineteenth  century  a  group  of 
artists,  teachers  and  pupils  at  the  Birmingham  School 
of  Art,  banded  together  primarily  to  promote  the  use 
of  tempera  as  a  painting  medium,  but  also  to  realise  the 
ideas  put  forward  by  William  Morris  in  a  series  of 
lectures  given  at  the  school,  in  which  he  suggested  that 
the  artist  should  strive  to  make  himself  the  master  of  a 
number  of  craft  techniques  as  well  as  painting  and 
drawing,  in  the  (supposed)  manner  of  the  mediaeval 
painter/craftsman.  One  of  these  crafts  was  gesso  work, 
which  was  used  for  the  elaborately  decorated  frames 
designed  specially  for  the  tempera  paintings,  as  well  as 
for  boxes.  It  was  also  part  of  what  might  be  called  the 


'Morris-plan  that  two  of.  the  Birmingham  Group 
artists,  Arthur  Gaskin  and  his  wife,  Georgina  Cave 
France,  taught  themselves  silversmithing  and  enamel- 
ling and  set  up  a  metal  working  workshop  in  1899  that 
must  have  been  very  like  Cooper's  own  working  en- 
vironment. Gaskin  became  head  of  the  Vittoria  Street 
School  for  jewellers  and  silversmiths  (a  branch  of  the 
Birmingham  School  of  Art  designed  to  provide  the 
jewellery  trade  with  trained  artistic  talent)  in  1902,  at 
the  same  time  as  Cooper  took  over  the  metalwork 
department  at  the  Margaret  Street  school  of  art.  It  is 
particularly  suitable  that  Cooper  should  have  entered 
this  circle  of  intense  artistic  activity  at  this  date,  thus 
strengthening  the  anti-mass-production  camp  in  the 
city  that  had  for  years  been  producing  some  of  the 
worst  jewellery  and  silverwork  of  the  period  and  which 
had  earlier  been  vilified  by  Pugin  as  one  of  his  'inex- 
haustible mines  of  bad  taste'  (the  other  was  Sheffield) .  It 
is  a  measure  of  the  artistic  rapport  which  existed  be- 
tween Cooper  and  Henry  Wilson  that  this  period  in 
Birmingham  did  nothing  to  deflect  him  from  the 
stylistic  course  which  he  had  embarked  on  under 
Wilson's  early  influence,  as  there  is  little  trace  in  his 
work  from  1901  of  his  contact  with  the  Birmingham 
artists  whose  influence  was  otherwise  extremely 
pervasive. 

The  first  stock  book  reveals  that  Cooper  was  engaged 
in  making  a  small  amount  of  jewellery  and  silverwork 
from  the  earliest  period  (1896),  but  the  bulk  of  the  pro- 
duction of  the  workshop  at  this  time  was  boxes,  the 
gesso  boxes  described  above  and  the  rather  similar 
boxes  covered  in  shagreen  (skin  of  a  small  ray  from 
Chinese  waters  dyed  green  which  can  be  polished,  or 
which  has  an  interesting  scaly  texture  when  left 
'rough')  and  mounted  in  silver,  as  well  as  a  few  decora- 
ted with  mother-of-pearl  (candlesticks  and  other 
decorative  objects  were  also  made  with  the  mother-of- 
pearl  work).  The  shagreen  boxes  in  particular  were 
amongst  the  most  successful  commercially  of  all  the 
things  he  made.  They  sold  well  throughout  his  life, 
one  even  going  to  Queen  Mary  from  the  exhibition  of 
his  work  held  at  the  Walkers'  Galleries  in  193 1,  only 
two  years  before  his  death.  From  the  earliest  years 
(again  with  reference  to  the  stock  books  suggest  that 
these  shagreen  boxes  were  made  from  about  1900  on- 
wards though  the  diaries  contain  a  reference:  'about 
this  time  started  practising  on  shagreen'  in  1 899)  a  large 
number  of  the  shagreen  boxes  and  other  silver- 
mounted  pieces  were  sold  through  Montague 
Fordham. 

Montague  Fordham  was  a  curious  figure  who  could 
be  said  to  occupy  a  place  in  the  craft  revival  movement 
similar  to  that  of  Samuel  Bing  of  the  Maison  dc  1'Art 
Nouvcau  v is  a  vis  the  continental  decorative  art  move- 
ment. He  was  a  solicitor  and,  as  his  subsequent  career 
suggests,  a  shrewd  and  successful  businessman.  He  was 
one  of  the  original  directors  of  the  Birmingham  Guild 
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THF.  WORK  OP  JOHN  PAUL  COOPER 


i .  Large  waist-clasp 
in  silver,  set  with 
black  pearl  and  six 
oval  cabochon-cut 
labradorites,  1902; 
pendant  with  a  seated 
cupid  in  silver,  set 
with  chrysophrase  and 
garnets,  1921 ;  hair- 
ornament  in  silver  and 
gold,  set  with  garnets, 
chrysoberyls  and  seed 
pearls,  1906  ;  brooch 
in  silver,  partly  gilt, 
showing  a  seagull 
flying  over  a  breaking 
wave,  set  with 
garnets,  1906. 
The  Fine  Art  Society, 
London. 
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of  Handicraft  but  left  them  in  1896.  He  came  to 
London  and  by  about  1898  or  1899  bad  sot  himself  up 
at  9  Maddox  Street  as  'Montague  Fordbam,  House 
Burnisher,  Jeweller  and  Metalworker'  which  be  in- 
tended to  use  as  an  agency  for  selling  the  best  contemp- 
orary decorative  work.  His  stock  when  be  first  opened 
included  embroideries  by  May  Morris  as  well  as  silver 
work  and  jewellery  by  Henry  Wilson.  In  T903  he 
acquired  tbe  Artificers'  Guild,  which  bad  been  formed 
in  1901  by  Nelson  Dawson,  the  jeweller  and  silver- 
smith, with  one  of  bis  assistants,  Edward  Spencer,  as  a 
guildsman.  In  1903  a  combination  of  circumstances, 
partly  ideological  but  largely  financial,  enabled 
Montague  Fordbam  to  step  in,  and  the  Guild's  activi- 
ties were  transferred  to  Maddox  Street,  with  Edward 
Spencer  as  chief  designer.  From  about  1908  Cooper's 
stock  book  records  sales  through  the  'Artif.  Guild' 
rather  than  'Fordbam'  as  previously  (that  is  from  1899; 
he  sold  approximately  two  hundred  and  twenty-five 
items  through  Montague  Fordham's  agency  between 
1899  and  1910).  Edward  Spencer's  jewellery  and  silver 
designs  and  his  use  of  unusual  materials  all  show  very 
clearly  tbe  influence  of  Cooper's  distinctive  style. 
During  tbe  First  War  the  Artificers'  Guild  moved  to 
Conduit  Street.  At  the  height  of  its  prosperity  the 
Guild  employed  about  forty  craftsmen,  many  of  them 
orphans,  employed  for  idealistic  reasons  by  Spencer, 
but  after  the  war  business  fell  away  badly  probably  due 
to  their  failure  to  adapt  to  changing  taste. 

Cooper  was  once  told  that  a  large  shagreen  casket, 
possibly  one  he  had  made,  was  to  be  seen  at  an  antique 
dealer's  shop.  He  was  curious  to  see  it,  and  taking  his 
son  with  him  to  investigate  he  asked  the  price,  age  and 
history  of  the  cabinet  before  revealing  bis  own  author- 
ship of  the  piece,  and  was  surprised  to  be  told  that  it 
was  Spanish  and  over  two  hundred  years  old.  Rather 
than  submit  to  the  humiliation  of  admitting  himself 
mistaken  the  dealer  simply  refused  to  believe  Cooper's 
claim  to  have  made  tbe  box. 

This  use  of  shagreen  with  silver  seems  to  have  been 
peculiar  to  Cooper,  though  the  brother  of  the  sculptor, 
Richard  Garbe,  on  a  much  more  commercial  level  at 
the  family  business  (Garbe's  father  was  an  ivory- 
worker)  in  D'Arblay  Street,  was  working  with  sha- 
green at  this  date,  and  it  predates  by  many  years  the 
fashionable  revival  of  shagreen  for  small  personal 
ornaments  and  toilet  articles  (compacts  and  cigarette 
cases)  in  tbe  late  'twenties  and  'thirties. 

The  years  from  1 902-1910  mark  a  period  of  intense 
activity  in  Cooper's  workshop.  The  pieces  made  at 
this  time  include  the  buckle  in  silver  set  with  mother- 
of-pearl  and  labradorite  (No.  1)  dating  from  1902,  the 
ivory,  coral  and  lapis  bonbonicre  (No.  2)  made  in  1903 
of  which  a  similar  version  was  made  for  the  painter 
D.  Y.  Cameron,  a  discerning  patron  of  his  fellow 
artists.  This  curious,  almost  wicrd,  piece  is  a  worthy 
rival  to  the  not  dissimilar  work  in  this  same  combina- 


2.  Bonboiiiere  in  ivory,  coral  and 
lapis  lazuli  set  in  silver  with 
two  detachable  silver  cups,  1903 . 
Cooper  Family. 


3 .  Octagonal  cedar  wood  box, 
covered  in  shagreen  mounted  in 
silver,  made  c.  1905. 
This  was  one  of  J.  P.  Cooper's 
most  successful  designs : 
the  large  number  of  octagonal 
shagreen  boxes  recorded 
in  the  stock  book  make  it 
impossible  to  identify 
this  one  exactly. 
Private  Collection. 
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4.  Circular  pendant  in  gold  and  silver,  with  a  central  section 
suspended  in  the  star-set  circle  showing  the  Virgin  and  Child 
in  a  niche.  The  pendant  is  set  with  cabochon  sapphires, 
chrysophrases,  opals,  aquamarines  and  garnets,  1906. 
Ex.  Handle y  Read  Collection,  Victoria  and  Albert  Museum. 

tion  of  ivory  with  metal  work  and  stones  being  done 
at  this  date  by  Philippe  Wolfcrs.  Other  pieces  are  the 
shagreen  and  silver  octagonal  box  (No.  3)  made  in 
1905,  and  typical  of  Cooper's  work  in  tins  medium; 
the  large  mediaevalising  silver  and  gold  pendant  (No.  4) 
dating  from  1906;  a  silver  chalice  set  with  cabochon 
stones,  now  in  the  Cecil  Higgins  Museum,  made  in 
1908;  and  the  silver  and  crystal  fruit  dish  (No.  5),  1907. 
The  bonboniere  and  the  fruit  dish  were  both  shown  at 
the  Summer  exhibition  at  the  New  Gallery  in  Grafton 
Street  in  1908,  and  are  described  in  a  report  of  the 
exhibition  which  appeared  in  the  Art  Journal  (1908. 
pp.  183-184)  as  'fine  things,  examples  of  fine  silver- 
smithing  that  show  that  the  art  lives  and  wins  new 
beauties'.  Work  by  a  number  of  French  artist/jewellers, 
among  them  Rene  Lalique,  Lucien  Gaillard  and  Comte 
Suau  de  la  Croix,  was  also  shown  at  this  exhibition  and 
the  acrimonious  tone  of  some  of  the  critical  reports  of 


the  English  jewellery,  notably  that  in  the  Art  Journal, 
suggests  that  in  some  cases  comparisons  proved  to  be 
odious. 

During  all  this  period  the  fine  jewellery  in  gold  and 
silver  was  being  designed  and  made,  some  pieces  for 
exhibitions  like  the  many  official  and  unofficial  Art  and 
Crafts  shows  that  were  held  around  the  country,4  as 
well  as  the  continuous  stream  of  objects  which  went  to 
the  Artificers'  Guild,  and  a  number  of  private  com- 
missions like  the  emerald  and  gold  castle  ring  made  for 
Ellen  Terry  in  1905.  In  1906  two  gold  wedding  rings 
were  made  for  Alfred  and  Louise  Powell,  and  another 
reminder  of  the  period  in  Sedding's  office,  silver 
drawer  and  cupboard  handles  were  made  for  Gimson's 
furniture.  In  1928  Ellen  Terry  died  and  her  son 
Edward  Gordon  Craig  turned  to  his  old  friend  to  pro- 
vide the  casket  for  her  ashes  which  was  needed  in  a 
hurry.  Fortunately  a  suitable  octagonal  casket,  decor- 
ated with  repousse  panels  of  birds  and  foliage  was 
available,  now  in  St.  Anne's  Church,  Soho. 


5.  Fruit  dish  111  silver  and  rock-crystal  set  with  semi-precious 
stones  and  repousse  panels  of  squirrels,  1907. 
City  Museum  and  Art  Gallery,  Birmingham. 
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Top  left. 

6.  Double  brooch 
(or  breast  ornament) 
in  gold,  set  with 
rubies,  moonstones, 
chrysophrases  and 
black  pearl  (abalone 
shell?),  1908.  See  also 
Front  Cover. 
The  Fine  Art  Society. 

Above  and  lift. 
7a  and  b.  Design  and 
stock  book  entry  for 
the  brooch  in  No.  6. 
Cooper  Family. 
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Far  left. 

8.  Necklace  with  links  decorated  with  filegrain 

and  three  pendants  in  gold  set  with  emeralds,  sapphires. 

tourmalines  and  pearls,  1912. 

Fine  Art  Society. 

Top  left. 

9a.  Pendant  in  gold  with  enamel,  set  with 
cabochon-cut  semi-precious  stones.  John  Jesse. 

Below  left. 

9b.  Stock  book  entry,  1913.  Cooper  Family. 
Right. 

10.  Pair  of  candlesticks  in  silver  set  with  garnets 
depicting  the  legend  of  Perseus  and  Andromeda,  1913. 
Cooper  Family. 

The  large  double  gold  brooch  (see  cover  and  No.  6), 
No.  470  in  the  stock  book,  was  made  in  1908,  the^ncck- 
lace  (No.  8)  in  T912,  the  gold  'castle'  pendant  (Nos.  9a 
and  b)  in  191 3  for  Elaine  Charlton. 

During  much  of  this  period  Cooper  had  been  living 
near  Maidstone  at  Grove  House,  Hunton,  but  in  191 1 
he  took  the  bold  step  of  designing  and  building  his  own 
house  and  studio/workshop,  Betsom's  Hill,  on  a  hill 
above  Westcrham,  a  most  ideal  situation  with  a 
beautiful  view.  He  was  unwell  for  much  of  the  time 
spent  in  designing  the  house  and  afterwards  had  many 
regrets  over  aspects  of  the  plan  which  he  would  like  to 
have  changed.  He  installed  as  permanent  features 
certain  fittings  for  the  convenience  of  his  young  child- 
ren which  were  in  practical  use  for  only  a  very  short 
time,  such  as  a  low-level  handbasin  (marked  on  the 
plan  'for  Francis  and  Mamzclle')  and  some  door  handles 
set  low  to  permit  the  children  to  enter  certain  rooms 
and  some  set  high  to  prevent  them  from  entering 
others.  Whatever  reservations  Cooper  may  have  had 
about  his  finished  house,  it  now  strikes  the  modern 
visitor  as  extraordinarily  consistent  visually  with  an 
attention  to  detail,  in  the  door  furniture  and  other 
fittings  (for  instance  the  petrol  gas  light  fittings  were 
made  to  a  design  by  W.  R.  Lethaby)  which  is  practic- 
ally never  found  in  modern  houses. 

In  1912  a  new  edition  appeared  of  Henry  Wilson's 
masterly  Silver-work  and  Jewellery  (which  was  first  pub- 
lished in  1903)  with  an  additional  chapter,  the  fruit 
of  discussions  with  the  Japanese  metal  worker  Professor 
Unno  Bisei,  who  had  given  a  series  of  lectures  on 
Japanese  metalworking  techniques  at  the  Royal  College 
of  Art  where  Wilson  taught  metalworking.  Cooper 
had  probably  discussed  these  revelationary  lectures 
with  Wilson  before  the  publication  of  the  new  edition 
of  the  book;  his  first  recorded  pieces  in  the  Japanese 
'piokume  technique  with  which  a  number  of  his  later 
pieces  are  decorated  (a  form  of  copper,  or  copper  and 
brass,  decoration,  which  involves  making  a  kind  of 

Right. 

11.  Christening  mug  in  silver  with  chased  decorations 
and  applied  silver  beads. 

Cooper  Family. 
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three-ply  of  the  metals,  with  a  silver  surface,  and 
punching  the  decoration  up  from  the  back;  only  a 
demonstration  can  possibly  unravel  the  mysteries  of 
this  complex  technique  satisfactorily),  date  from  1906, 
but  he  went  on  with  this  work  until  at  least  191 3.  A 
number  of  the  later  silver  pieces  are  elaborately  chased 
in  quite  a  different  manner  from  the  earliest  work. 
These  pieces  were  particularly  dear  to  the  artist,  the 
chasing  was  done  entirely  by  himself  without  the  help 
of  the  assistants  who  made  much  of  the  jewellery  and 
the  silver  for  the  Artificers'  Guild.  They  were  hope- 
lessly uneconomic  to  produce,  and  represented  an  ex- 
penditure of  time  that  it  was  quite  impossible  to  charge 
for  on  a  realistic  basis.  The  'Perseus  and  Andromeda' 
candlesticks  (No.  10)  which  were  made  in  191 3  were 
among  this  group  of  chased  pieces,  and  the  photograph 
gives  some  idea  of  the  work  that  went  into  these 
things.5 

Though  Cooper  went  on  working  until  the  end  of 
his  life,  (he  was  joined  by  his  son  who  worked  with  him 
on  a  number  of  the  last  pieces  and  who  continued  to 
work  as  a  silversmith  in  the  studio  and  workshop  at 
Betsom's  Hill  after  his  father's  death)  he  really  hankered 
to  devote  his  time  to  painting.  The  work  involved  in 
running  a  craft  workshop  on  an  economic  basis  was 
very  hard  and  Cooper  was  not  the  only  one  of  the 
craft  revival  artists  to  long  for  this  artistic  escape  route. 
Both  Ashbcc  and  Nelson  Dawson  devoted  much  of 
their  time  in  later  years  to  watcrcolour  painting,  as  did 
Cooper.  By  193 1  he  had  assembled  a  respectable 
number  of  completed  pictures,  mainly  views  of  Italy 
and  no  less  than  fifty-eight  were  shown  at  an  exhibition 
at  the  Walkers'  Galleries  in  Bond  Street,  with  a  number 
of  pieces  of  silvcrwork  and  shagreen  (it  was  from  this 
exhibition  that  Queen  Mary  acquired  her  shagreen 
box)  including  twelve  pieces  made  for  the  church  at 
Fcnham  in  Northumberland  which  had  been  com- 
pleted in  that  year. 

The  customary  account  of  the  exhibition  appeared 
in  Walker's  Monthly,  written  by  Edward  Gordon  Craig 
whose  first  sentence  recalls  the  meeting  between  the 
two  schoolboys  nearly  half  a  century  earlier.  Cooper 
died  only  two  years  later  in  1933,  and  it  seems  appro- 
priate that  his  oldest  friend  should  have  what  was  to 
prove  to  be  virtually  the  last  word.  It  is  an  irresistible 
temptation  to  allow  him  the  last  word  once  more  and 
to  quote  his  description  of  the  family  house  in  Inver- 
ness Terrace  where  Cooper  lived  during  part  of  his 
time  in  Scdding's  office: 

'His  father  was  not  an  artist,  hut  a  manufacturer  in  the 
North  oj  England,  and  in  his  house,  hung  with  large, 
massive  gilt-framed  masterpieces  by  some  RA'5  to-day 
unknoivn  (everything  in  the  house  was  massive),  it 
was  strange  to  enter  Paul's  small  room  upstairs,  and  to 
come  across  the  shelves  laden  with  books  on  architecture, 
early  and  late  editions  of  Ruskin  and  all  sorts  of  French , 
Italian  and  Spanish  books'. 


NOTES 

1 .  It  seems  worth  recording  that  Cooper  was  taught 
jewellery-making  by  two  of  the  craftsmen  employed  in 
Henry  Wilson's  workshop,  Luigi  Movio  and  John 
Innocent,  and  that  two  of  Wilson's  other  employees, 
Lorenzo  Colarossi  and  Sidney  G.  Wiseman  both  worked 
with  Cooper  at  one  time  or  another.  Colarossi  went  with 
Cooper  to  the  Birmingham  School  of  Art  to  help  with  the 
technical  side  of  the  teaching  in  the  metalwork  department. 

2.  An  exhibition  of  more  than  ninety  pieces  designed  by  J.  Paul 
Cooper  covering  all  aspects  of  his  work  is  being  held  at  the 
Fine  Art  Society  in  Bond  Street  (until  28  November  1975). 

3.  In  1 897  Cooper  set  up  a  workshop  in  a  studio  at  16  Aubrey 
Walk,  near  to  Wilson  who  had  left  Oxford  Street  to  set  up 
in  partnership  (short-lived)  with  Alexander  Fisher,  the 
enamellist,  at  premises  in  Vicarage  Gate.  In  1902  (?)  he 
went  to  live  at  the  Elms,  Castle  Bromwich,  to  be  more 
conveniently  situated  for  the  job  at  the  Birmingham  School 
of  Art,  having  understandably  grown  tired  of  spending 
half  the  week  in  London  and  other  half  in  Birmingham.  In 
1907  he  was  getting  sufficient  metal  working  commissions  to 
justify  giving  up  teaching  and  moving  south,  this  time  to 
Grove  House,  Hunton,  near  Maidstone.  In  191 1  he  moved 
for  the  last  time,  to  Betsom's  Hill,  near  Westerham. 

4.  Cooper  joined  the  Art  Workers'  Guild  in  1908,  surprisingly 
late  in  view  of  the  fact  that  Sedding  was  a  founding  member 
(1884)  and  that  Wilson  hadjoined  in  1892.  Cooper  had 
exhibited  with  the  Arts  and  Crafts  Society  from  1 892 
(Gesso  box,  first  silvcrwork  was  exhibited  in  1894),  but  he 
may  have  felt  that  it  was  not  worth  belonging  to  the  Guild 
while  he  was  up  in  Birmingham.  When  he  finally  joined  he 
was  very  active,  reading  papers  on  English  Gold  and 
Silversmiths'  Work  in  1909  and  1912. 

5.  A  number  of  these  pieces  were  shown  at  the  Exposition  de 
['art  Dccoratifde  la  Grande  Bretagne  et  d'Irlandc  in  Paris  in 
1914  among  them  the  'Perseus  and  Andromeda' 
candlesticks  (No.  10),  the  pendant  in  gold  and  silver 
(No.  4)  and  the  cormorant  candlesticks  which  are  in  the 
Fine  Art  Society's  exhibition  and  which  are  illustrated  in 
the  1914  catalogue.  In  all  Cooper  sent  eighty-three  items  to 
the  exhibition,  which  run  from  number  912-994  in  the 
catalogue.  There  is  also  a  shagreen  box  earlier  on  (No.  733) 
and  an  embroidered  bedspread  which  was  made  in 
collaboration  with  his  sister  Violet  Cooper.  Seventeen  of 
the  metalwork  pieces  were  decorated  with  shagreen,  and 
twenty-two  of  the  pieces  were  jewellery,  mainly  in  gold. 
Two  enamelled  altar  crosses  were  shown  which  were  made 
after  Cooper's  design  by  Sidney  Wiseman,  who  is  also 
credited  with  having  a  part  in  the  design  and  execution  of  a 
chalice,  now  in  Gloucester  Cathedral,  which  was  exhibited 
by  Henry  Wilson. 
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i.  Evert  Collier  (Edwaert  Colyert). 
Wall  Arrangement , 
oil  on  canvas,  seventeenth  century. 
Private  collection,  Los  Angeles. 


REALITY  AND  DECEPTION 
A  truly  impressive  exhibition  of  still  life  and 
tronipe-1'oeil  painting  was  organized  by  and  in- 
itially shown  at  the  University  Galleries,  the 
University  of  Southern  Califonua.  Planned  to  be 
international  in  scope,  the  show  contained  still 
life  painting  of  a  highly  realistic  and  illusionistic 
type;  the  pictures  chosen  were  both  European 
and  American  and  spanned  the  seventeenth  and 
nineteenth  centuries.  Still  more  interesting  is  the 
fact  that  most  of  the  pictures  were  borrowed 
from  Western  sources  (public  and  private)  with 
only  three  pieces  coming  from  the  East.  Works 
were  included  by  little-known  artists  as  well  as 
more  familiar  ones. 

European  still  life  paintings  are  relatively  rare 
in  this  country.  When  the  great  American  collec- 
tions of  the  turn  of  the  twentieth  century  were 
being  formed,  both  dealers  and  collectors  were 
far  more  interested  in  impressive  manner  than  in 
more  obscure  painters.  Thus,  it  was  hoped  that 
this  exhibition  would  bring  some  of  these  paint- 
ings to  a  more  public  view  -  which  they  deserve. 
Curiously,  eighty  percent  of  the  present  show 
was  borrowed  from  a  single  private  California 
source.  While  anonymous,  we  are  told  that 
nearly  a  lifetime  of  collecting  has  gone  into  build- 
ing it  and  that  the  paintings  chosen  for  the  show 
were  but  a  sampling  of  the  whole. 

Works  by  Italian,  Dutch,  Spanish,  French, 
Flemish,  Austrian,  German,  English  and  American 
artists  were  included.  The  earliest  work  is 
Giuseppe  Arcimbaldo's  Allegorial  Portrait  of 
Summer,  which  is  dated  1572  and  the  latest  is  the 
American  artist  John  Peto's  The  Artist's  Sign 
Board  which  is  dated  1904.  In  all,  eighty  paintings 
were  included  and  a  beautiful  catalogue  produced 
which  illustrates  many  of  the  paintings  of  which 
twenty-two  are  shown  in  colour.  The  exhibition 
was  conceived  of  by  Donald  J.  Brewer,  Director 
of  the  University  Galleries  and  it  was  he  who 
wrote  the  Foreword  to  the  catalogue.  The  distin- 


guished San  Francisco  expert  on  still  life  and 
trompc-1'ocil  painting,  Alfred  Frankenstein,  wrote 
the  introduction.  The  entries  in  the  catalogue  art- 
arranged  alphabetically  by  artist  which  gives 
some  fascinating  visual  surprises  as  you  turn 
through  it.  The  show  was  also  seen  at  the  Seattle 
Art  Museum,  the  Honolulu  Academy  of  Art  and 
the  Santa  Barbara  Museum  of  Art. 


LIFE  DRAWING 

IN  THE  NINETEENTH  CENTURY 


2.  Charles  West  Cape. 

Study for  the  Defendant  in  '  The  First  Trial  by  Jury', 
black  and  red  chalk. 
Detroit  Private  collection. 

Very  little  serious  study  has  been  given  to  the 
nineteenth  century  Academies  which  were  so  in- 
fluential in  promoting  the  important  principles  of 
art.  Life  drawing  was  the  focal  point  of  this 
curriculum.  It  was  practised  as  preparation  for 
finished  paintings  and  often  to  satisfy  the  curio- 
sity of  the  artist.  It  should  be  remembered  that 
during  the  nineteenth  century,  the  artist's  educa- 
tion had  become  completely  institutionalised. 
Students  began  their  instruction  by  drawing  from 
casts  or  engravings  and  eventually  advanced  to 
life  drawing. 

Generally  there  are  five  categories  of  life  draw- 
ing: a)  pedagogical  or  autonomous  drawings 
showing  relationships  of  parts  of  the  body;  b) 
preparatory  or  clarifying  life  studies  in  prepara- 
tion for  a  picture;  c)  head  or  portrait  studies; 


209 


d)  random  album  studies;  sketches  done  from 
memory  with  visual  documents  serving  as  aids. 

An  important  exhibition  developed  the  mat- 
erial mentioned  above  as  it  evolved  in  the 
academies  of  France,  Germany,  Italy,  England 
and  the  United  States.  The  show  originated  at  the 
University  Art  Gallery,  State  University  of  New 
York-Binghamton.  It  was  organised  by  Mary 
Newcome,  Acting  Director  of  the  gallery  and 
Albert  Boime,  chairman  of  the  art  department  at 
SUNY-Binghamton.  Professor  Boime  wrote  the 
essay  for  the  handsomely  illustrated  catalogue. 
Both  private  and  public  lenders  contributed  im- 
portant works.  It  was  estimated  that  about  half  of 
the  drawings  included  had  not  previously  been 
seen  by  the  public.  The  show  was  also  seen  at  the 
Finch  College  Museum  of  Art,  New  York  City 
and  the  Sterling  and  Francine  Clark  Art  Institute, 
Williamstown,  Massachusetts. 


'COURT  APPEARANCE' 
AT  THE  WORCESTER  ART  MUSEUM 
A  policy  of  highlighting  certain  works  cf  art  by 
giving  a  focal  position  in  the  Renaissance  Court 
of  the  museum  has  been  established  by  the 
Worcester  Art  Museum  (Massachusetts).  Re- 
cently, an  important  seventeenth  century  Mexi- 
can painting  was  given  this  distinction.  Titled  The 
Return  of  Tobias  by  Cristobal  de  Villalpando 
(1652-1714),  the  picture  is  a  fine  example  of  the 
Spanish  colonial  school  which  flourished  in 
Mexico.  The  present  painting  was  acquired  by 
Worcester  in  February  of  this  year. 

Villalpando  was  the  most  lyric  of  the  Mexican 
painters  working  in  the  late  Baroque  style.  He 
was  an  excellent  painter  and  draughtsman  and  his 


3.  Cristobal  de  Villalpando. 
The  Return  of  Tobias, 
oil  on  canvas. 
Worcester  Art  Museum. 


4.  Allan  ramsay,  Miss  Hale, 
oil  on  canvas,  1740. 
Worcester  Art  Museum,  gift  of 
Mr.  and  Mrs.  Eugene  Bernat. 

paintings  in  the  cathedral  in  Mexico  City  are 
reminiscent  of  the  works  of  Rubens  and  Murillo. 
The  Return  of  Tobias,  however,  incorporates  man- 
nered gestures  and  poses  which  reflect  an  earlier 
Flemish  style. 

Another  'Court  Appearance'  was  made  by  an 
outstanding  British  portrait.  Miss  Hale  by  Allan 
Ramsay  (171 3- 1785)  was  presented  to  the  museum 
in  1973  by  Mr.  and  Mrs.  Eugene  Bernat.  The 
portrait  is  signed  and  dated  1740  and  was  done 
soon  after  the  artist's  first  Italian  trip  in  1736-1738. 
When  the  picture  arrived  at  the  museum  it  was 
heavily  ovcrpainted  and  x-ray  photographs  re- 
vealed a  different  image  underneath.  Laboratory 
investigations  revealed  that  a  successive  owner  or 
restorer  wanted  the  sitter  to  have  a  more  youthful 
appearance.  Therefore,  considerable  repainting 
was  done. 

After  the  extent  of  the  later  additions  had  been 
determined,  the  overpaint  was  removed  and  the 
paint  losses  were  filled  in.  The  resultant  canvas 
gives  a  much  more  accurate  image  of  Ramsay's 
style.  The  artist  had  learned  the  Italian  technique 
of  using  red  monochrome  to  build  up  the  head 
and  this  can  be  seen  in  the  restored  canvas. 

SAINT-AUBIN  EXHIBITION 
The  Baltimore  Museum  of  Art  and  The  Davison 
Art  Center,  Wesleyan  University,  Middletown, 
Connecticut,  recently  co-sponsored  a  showing  of 
drawings,  watcrcolours  and  prints  by  the  French 
artist  Gabriel  de  Saint-Aubin  (1724-1780).  This  is 
the  first  important  exhibition  of  the  artist's  work 
to  be  seen  in  the  United  States. 

Saint-Aubin  is  known  principally  for  his  works 
on  paper  as  most  of  his  paintings  cannot  be 
identified.  Most  of  his  drawings  record  daily  life 
in  Paris  where  he  moved  about  recording  in- 
cidents which  were  of  interest  to  him.  Because  of 
the  great  documentary  value  of  his  work,  his 
abilities  as  an  artist  have  often  been  overshadowed. 
Only  collections  in  the  United  States  have  served 
as  sources  for  the  materials  of  this  exhibition.  A 
fine  catalogue  has  been  prepared  by  Victor 
Carlson,  and  Richard  S.  Field,  curators  respectively 
of  the  sponsoring  institutions;  an  introductory 
piece  has  been  provided  by  Ellen  d'Oench. 


ENGLISH  DECORATIVE  ARTS 
DURING  THE  LIFE  OF 
GEORGE  m:  1738-1820 

Through  October,  this  fascinating  show  was  seen 
at  the  Museum  of  Fine  Arts,  Boston.  It  was 
planned  to  complement  the  highly  important 
Bicentennial  event,  Paul  Revere' s  Boston:  17^5- 
1818,  which  will  be  discussed  in  a  later  issue  of  this 
magazine  devoted  to  America's  two-hundredth 
birthday.  Silver,  porcelain  and  furniture  are 
shown  against  a  background  including  paintings 
and  textiles  from  this  particularly  produced 
period  in  the  English  decorative  arts.  It  is  in- 
tended that  both  similarities  and  differences  be- 
tween the  American  and  English  decorative  arts 
will  be  more  clearly  seen  through  this  juxta- 
position of  shows. 

American  artisans,  even  if  they  did  not  adhere 
to  English  political  doctrine,  continued  to  follow 
the  overall  design  movements  which  were 
patronised  by  the  English  aristocracy.  Thus, 
Rococo,  Neo-classical  and  Regency  influences  are 


5.  Embossed  cake  basket  with  handle, 

Paul  Lamerie,  silver,  1744. 

Museum  of  Fine  Arts,  Forsyth  Wickes  Collection. 


all  seen  in  succession  during  the  lifetime  cf 
George  m.  The  king,  himself  a  distinguished  col- 
lector and  patron,  was  also  a  designer  and  practi- 
tioner of  several  decorative  arts. 

The  objects  in  Boston's  exhibition  are  all  drawn 
front  the  museum's  own  collection.  Particularly 
important  are  examples  of  English  porcelain  from 
the  Jessie  and  Sigmund  Katz  Collection  which 
has  been  acquired  recently.  It  is  perhaps  the  strong 
similarity  of  the  English  and  American  furniture 
and  silver  which  is  most  striking  to  the  visitor.  In 
these  areas  the  colom'al  craftsmen  best  revealed 
their  strong  reliance  on  English  prototype. 

i 

CONTEMPORARY  WALL  HANGING 
IN  CHICAGO 

A  recent  gift  to  The  Art  Institute  of  Chicago  is 
Les  Sahimbanqucs ,  a  wall  hanging  designed  by 
Lily  Badin  and  produced  by  Gasperd  de  Wit's 
Manufacture  Royale  de  Tapisseries  d'Artc.  The 
piece  is  of  wool  in  the  tapestry  weave  technique 
and  was  made  at  Malines,  Belgium  in  1959.  It 
depicts,  for  example,  a  carnival  tent  filled  with 
musicians,  and  an  animal  trainer,  and  was  given  to 
the  Art  Institute  by  Mr.  and  Mrs.  Samuel  R. 
Garber. 

Right. 

6.  Lily  Badin.  Les  Saltimbanques, 
wool  in  tapestry  weave,  1959. 
The  Art  Institute  of  Chicago, 
gift  of  Mr.  and  Mrs.  Samuel  R.  Carber. 
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PARIS  SALON  PAINTINGS 
Frank  S.  Schwarz  and  Son  of  Philadelphia  will 
present  Salons  de  Paris,  an  analysis  of  French 
nineteenth  century  painting,  from  2  November 
through  22  November.  The  Academy,  as  has 
been  mentioned  above  in  connection  with  life 
drawing,  was  the  centre  of  artistic  life.  In  France, 
this  institution  was  particularly  strong.  After  the 
Revolution,  a  system  of  Salon  exhibitions 
developed.  A  jury,  which  was  generally  composed 
of  academicians,  determined  the  fate  of  individual 
paintings  and  often  set  the  course  of  life  for  an 
artist.  If  an  artist  were  awarded  a  medal,  it  was  .111 
official  endorsement. 

Each  spring  the  showings  were  held  and  these 
attracted  much  public  attention.  They  were  re- 
viewed by  papers  which  often  brought  out  special 
supplements.  The  paintings  included  in  the  show 
at  the  Schwarz  gallery  arc  all  of  a  highly  finished 
nature,  but  some  show  the  influence  of  Impres- 
sionism and  other  movements  current  at  the  time. 


CHRYSLER  MUSEUM  RECEIVES 
EIGHTEEN  NAIVE  AMERICAN 
MINIATURES 

Edgar  William  and  Bernice  Chrysler  Garbisch 
recently  presented  to  the  Chrysler  Museum  at 
Norfolk  (Virginia)  eighteen  Naive  miniatures  in 
addition  to  their  recent  gift  to  the  Museum  of 
forty-eight  Naive  American  Paintings  of  the 
eighteenth  and  nineteenth  centuries.  This  body 
of  miniature  works  is  the  first  such  gift  to  any 
museum  by  the  Garbisches  from  their  extensive 
collection  of  miniatures. 

Partly  because  of  their  size  only  four  of  the 
eighteen  watercolours  have  attributions.  The 
other  creators  are  unknown,  as  is  common  in 
naive  American  works  dating  from  the  early  part 
of  the  nineteenth  century.  The  four  miniature 
portraits  that  have  been  identified  are  by  James 
Sanford  Ellsworth,  who  painted  Woman  of  the 
Stiles  Family,  Man  of  the  Stiles  Family,  Young  Lady 
Looking  Left  and  Young  Man  Looking  Right.  (See 
The  Connoisseur,  July  1975,  p.  234). 

James  Ellsworth  (1902-1974),  a  New  England 
portrait  painter,  is  best  known  for  his  miniature 


7.  James  Sanford  Ellsworth. 

Young  Man  Looking  Right, 

watercolour  on  paper. 

Chrysler  Museum  at  Norfolk,  gift  of 

Edgar  William  and  Bernice  Chrysler  Garbisch. 

works  in  pencil  and  watercolour.  Nearly  all  of 
his  figures,  as  demonstrated  in  the  Garbisch  gift, 
are  half  length  portraits  with  faces  and  figures  in 
profile.  Each  figure  is  surrounded  by  a  billowing, 
cloudlike  nimbus  which,  together  with  the  fanci- 
ful Victorian  chair  in  which  the  subject  sits,  com- 
prises the  art'st's  trademark. 

THE  PRINT  CABINET 
OPENS  IN  WILTON 

An  interesting  new  venture  opened  this  past 
4  July  at  Cannon  Crossing  in  Cannondale, 
Connecticut.  Called  'The  Print  Cabinet'  the  new 
gallery  was  founded  by  Jo  Miller  who  was 
formerly  Curator  of  Prints  and  Drawings  at  The 
Brooklyn  Museum,  an  institution  known  for  its 
fine  collection  and  involvement  with  contempor- 
ary printmakers.  Ms.  Miller  is  assisted  in  the 
venture  by  Patricia  Wilson,  a  designer  and 


architect.  The  'Cabinet*  is  a  charming  frame 
building  in  a  sylvan  setting  by  a  trout  stream.  The 
exhibition  featured  varied  works  under  the  theme 
of  an  American  heritage.  Successive  shows  have 
been  devoted  to  a  young  New  York  printmaker 
Charles  K.  Cabunde,  to  contemporary  British 
printmakers  and  this  month,  to  the  paintings  of 
Amanda  Palmer,  a  Brooklyn  artist  known  for  her 
realistic  canvases  generally  painted  from  photo- 
graphs. Not  only  contemporary  works  are 
handled  by  the  gallery.  The  works  of  master 
printmakers,  both  European  and  American,  and 
even  a  selection  of  Japanese  prints,  are  featured. 


THE  WEISGALL  COLLECTION 
Through  early  last  month  the  E.  B.  Crocker  Art 
Gallery  (Sacramento,  California)  presented  a 
fascinating  exhibition  which  was  titled  The 
Collecting  Muse:  Selections  from  the  Nathalie  and 
Hugo  Weisgall  Collection.  Weisgall  is  a  musician 
and  composer  who  lives  on  the  east  coast.  He  and 
his  wife  have  collected  an  impressive  group  of 
objects  of  art  both  major  and  minor  which  date 
from  the  Renaissance  to  the  twentieth  century. 
The  sculpture  ranges  from  ancient  Egypt  and 
Greece  through  Renaissance  and  nineteenth  cent- 
ury bronzes. 

Richard  U.  West,  the  gallery's  director,  has 
said  'The  exhibition  shows  how  discriminating 
collectors  can  build  a  fine  collection  with  rela- 
tively limited  means'.  And  the  quality  of  most  of 
the  objects  is  a  testimony  to  this  statement.  In- 
cluded in  the  exhibition  are  paintings  by  Alessan- 
dro  Allori,  Francesco  Bassano,  Leonard  Bramer, 
Jan  Breugel,  Alessandro  Magnasco,  Pier  Francesco 
Mola,  Paul  Potter,  Paul  Troger  and  Jacob  de  Wet 
and  drawings  by  Saftlevan,  Cambiaso,  Carracci, 
Berchem,  Gillot,  Guercino  and  a  drawing  recently 
identified  as  being  by  Antonio  Guardi  of  the 
Siege  of  Constantinople  from  the  Morosini 
Albums.  Of  the  thirty-five  pieces  of  sculpture  in 
the  exhibition,  works  by  Aspeti,  Cataneo, 
Campagna,  Barye  and  Boizot  are  represented. 
One  of  the  highlights  of  the  exhibition  is  a  superb 
polychrome  wood  figure  of  St.  Margaret 
attributed  to  Tilman  Riemenschneider. 
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Gerald  Schurr 


i.  Stylized  horse, 

fifth  to  third  century  bc. 

Exhibition  L'Or  des  Scythes,  Paris. 


Switzerland 

CHARLES  GLEYRE  AT  LAUSANNE 
Until  30  November  the  Musee  Cantonal  des 
Beaux-Arts  is  showing  a  collection  of  canvases  by 
Charles  Gleyre  (1 806-1 874).  After  an  initial 
orientalist  phase  (he  spent  four  years  travelling 
between  Egypt  and  Turkey)  Gleyre  inclined  to- 
wards Ingres  in  his  firm  drawing  of  nudes  but 
towards  Romanticism  in  the  poetic  flowing  land- 
scapes which  were  to  influence  his  Impressionist 
pupils:  Renoir,  Sisley  and  Manet. 

Belgium 

BONNARD,  VUILLARD  AND 
ROUSSEL  AT  BRUSSELS 
Bonnard,  Vuillard  and  Roussel,  who  were  friends, 
although  of  differing  aesthetic  sympathies,  are 
once  more  united.  Until  30  November  the  Musee 
des  Beaux-Arts  has  assembled  several  major 
works  of  Pierre  Bonnard  (1867- 1947),  land- 
scapes full  of  life  and  pleasing  little  details  in  the 
poetic  setting  in  which  he  was  so  much  at  home. 
The  features  which  are  characteristic  of  Edouard 
Vuillard  (1 868-1940)  are  muted,  discreet  interiors, 
experiments  in  draughtsmanship,  unexpected  and 
delicate  settings  of  surprising  boldness  in  an 
artist  seeking  for  realism  and  everyday  truths. 
His  brother-in-law  Ker-Xavier  Roussel  (1867- 
1944)  was  a  painter  of  pantheist  mythology  with 
nymphs  and  fauns  romping  in  the  Provencal 
countryside  which  in  his  eyes  resembled  the 
Greece  of  legend. 

France 

SCYTHIAN  GOLD  IN  PARIS 
The  art  of  the  Scythians,  those  nomads  from 
southern  Russia,  the  Caucasus  and  central  Asia 
so  greatly  feared  by  the  Greeks,  was  inspired 
chiefly  by  the  animal  kingdom.  It  is  fascinating  to 
sec  (at  the  Grand  Palais  until  30  November)  how 
forms  gradually  changed  after  contact  with  the 
Greek  cities  of  the  fifth  century  bc,  and  how  this 
'I  lellcnisation'  led  to  the  elaboration  of  a  mixed 
art.  The  second  part  of  the  exhibition  takes  us  to 
the  East,  towards  the  vast  steppes  of  Central  Asia. 
The  echo  of  the  Mediterranean  civilisations  is 
faint  and  the  indigenous  style  has  made  its  mark 
upon  East  and  West:  the  burial  places  of  the  Altai 
mountains  reveal  the  weird  expressionist  shapes 


2.  Golden  vase  from  Koul-osa, 

fourth  century  bc. 

Exhibition  L'Or  des  Scythes,  Paris 


of  Tartar  knives,  harness  ornaments,  carpets  and 
flasks.  The  final  rooms  show  how  the  invasion  of 
the  Huns  transformed  the  art  of  the  Middle  Ages 
in  theWest  by  introducing  imaginary  forms  and 
'corrupt'  techniques  with  coloured  stones  and 
incrustcd  gold  of  a  profusion  and  extravagance 
utterly  foreign  to  Greco-Roman  taste  which 
lived  on  only  as  an  outdated  tradition.  These 
priceless  objects  come  from  two  great  Russian 
museums  -  the  Hermitage  at  Leningrad  and  the 
Laura  at  Kiev. 

Paris 

DELACROIX  AND 
THE  PAINTERS  OF  NATURE 
Every  year  the  Atelier  Delacroix,  Place  Fursten- 
berg,  selects  a  theme  on  the  sources  and  develop- 
ment of  Romantic  painting.  Until  the  end  of 
December  it  is  mounting  an  exhibition  to  trace 
the  history  of  landscape  in  the  nineteenth  century 
and  the  varying  attitudes  of  artists  towards  nature. 
Accordingly,  from  the  circle  of  Delacroix,  are 
two  hundred  canvases,  drawings  and  water- 
colours  lent  by  museums  and  collectors  to  show 
the  successive  stages  in  the  evolution  of  landscape 
painters  which  led  the  way  to  modern  interpret- 
ations. First  we  have  the  rough  sketches  of  Valen- J 
demies  showing  the  Italian  influence  -  sketches  he 
thought  not  worth  exhibiting  but  which  we 
admire  far  more  today  than  his  very  elaborate 
compositions  filled  with  biblical,  mythological  or 
historical  personages  in  accordance  with  the 
Academy  rules  of  the  time.  After  him  comes 
Georges  Michel  who  restored  the  Louvre.  His 
treatment  of  the  hill  of  Montmarte  reveals  the 
same  taste  for  austerity  as  a  seventeenth-century 
Dutch  painter.  Then  come  Gericault  who  looked 
on  the  sea  as  hostile  and  dramatic,  Corot,  Paul 
Huet,  Theodore  Rousseau  and  Daubigny  who  at 
Fontainebleau  discovered  the  solitude  and  secret 
of  great  forests.  Finally  Boudin  and  Jongkind, 
Courbet  and  those  artists  who  painted  in  Provence 
or  the  regions  around  Lyon  and  paved  the  way  to 
the  freedom  of  the  Impressionists,  to  Cezanne 
and  Claude  Monet. 
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5.  Maximilien  Luce. 
The  port  of  Rotterdam,  1907, 
etching.  Musee  Luce,  Nantes. 

THE  LAST  CANVASES 
OF  MAURICE  SAVIN 

There  are  traces  of  Brueghel  in  the  art  of  Maurice 
Savin.  Ochre  tones,  pale  or  tinged  with  orange, 
peasants  celebrating  the  pleasures  and  toil  of  the 
land,  still— lifcs,  nudes  and  landscapes  all  reveal  the 


3.  Delacroix.  Puma. 
Musee  Delacroix,  Paris. 


skill,  simplicity  and  generosity  of  the  masters  -  a 
lyrical  freedom  reminiscent  of  Rubens.  Until  4 
December  the  Galerie  Drouant,  52  faubourg 
Saint-Honore  is  exhibiting  the  most  respresent- 
ative  works  of  this  artist  who  was  born  in  1894 
and  disappeared  recently. 

Rouen 

MASTERPIECES  OF  ARCHAEOLOGY 
The  seventeenth  century  rooms  of  the  ancient 
Convent  of  the  Visitation  (198  rue  Beauvoisine, 
Rouen)  has  been  converted  into  an  archaeological 
museum.  Until  1 5  November  it  is  paying  tribute 
one  hundred  years  after  his  death  to  the  discover- 
ies of  the  scholar  Abbe  Cochet  who  first  thought 
of  excavating  and  investigating  the  riches  under 
Norman  soil.  From  the  middle  of  the  last  century 
he  campaigned  for  the  restoration  of  the  cloisters 
and  many  abbeys  then  left  abandoned.  As  these 
excavations  were  carried  out  in  a  systematic  man- 
ner, for  the  first  time  Gallo-Roman  burial  places 
and  precious  relics  of  the  Frank  and  Merovingian 
civilisations  were  revealed.  Very  rare  items  have 
been  lent  for  the  occasion  by  several  museums: 
dress  ornaments  in  jades,  glass,  gold  and  silver 
with  decorations  of  strange  animals  which  com- 
bine the  influence  of  Christian  art  with  the  art  of 
the  steppes.  The  Bibliotheque  Nationale  allowed 
one  of  its  treasures  out  on  loan  -  the  gold  sword 
of  Childeric  dating  from  the  fifth  century. 

Nantes 

A  MUSEUM  FOR  MAXIMILIEN  LUCE 
Maximilien  Luce  (1 858-1941)  now  has  his  own 
museum  (from  20  September)  in  the  Hotel  de 
Villc  near  the  banks  of  the  Seine  and  Rolleboise  in 
Yvelincs,  where  so  often  he  set  up  his  easel.  One 
hundred  and  twenty  canvases  and  drawings  trace 


the  artist's  evolution  from  town  scenes  of  his 
youth,  the  Divisionist  period  which  he  passed 
through  in  1887  together  with  his  friends  Pissaro, 
Cross  and  Signac,  the  Baignades  period  in  Nor- 
mandy, the  construction  works  in  Paris  and  the 
series  of  Gares  during  the  First  World  War.  His 
later  style,  quieter  and  more  restrained,  demon- 
strates his  total  independence  of  all  trends  and 
fashions.  For  too  long  his  qualities  have  been 
unrecognized. 

4.  Perfume  vase  discovered 
in  a  Gallo-Roman  tomb. 
Musee  des  Antiquites,  Rouen. 


213 


Books 


The  Great  Book  of  Jewels 

A  History  of  Jewels 

The  Designs  of  Archibald  Knox 

Your  House :  The  Outside  View 

Max  and  Will 


The  Great  Book  of  Jewels 

Edited  by  Ernst  and  Jean  Heiniger 

348  pages,  94  illustrations  and  206  colour 

Boston:  new  york  graphic  society 

£35.oo 

A  History  of  Jewels 

By  J.  Anderson  Black 

400  pages,  more  than  500  colour  plates 

London:  orbis  publishing 

£9.50 

In  recent  years  there  has  been  a  spate  of  colour- 
fully-illustrated  books  on  the  three  subjects  of 
gemstones,  minerals  and  jewellery  -  'The 
Mineral  Kingdom',  'Gems  and  Jewels',  'A  Book 
of  Jewels',  'Italian  Jewelled  Arts',  'Ornament  and 
Jewellery',  are  but  a  few  of  the  titles  that  come  to 
mind.  Much,  if  not  most,  of  the  merit  of  these 
books  has  been  in  the  excellent  layout  and  the 
high  standard  of  their  illustrations.  Inevitably,  the 
authors,  skilled  though  they  may  be,  have  had  to 
struggle  manfully  with  their  text  to  cram  a  gallon 
into  a  pint  pot.  The  latest  publication  can  be  said 
to  have  reached  the  apex  of  publishers'  ambitions 
in  this  field,  for  its  producers  have  sought  to  com- 
bine, in  one  volume,  all  the  attributes  of  previous 
books  on  gemstones,  minerals  and  jewellery  of  all 
types  and  of  all  ages.  You  could  hardly  have  any- 
thing more  comprehensive  than  that.  Its  title, 
'The  Great  Book  of  Jewels',  is  most  apt.  It  could 
easily  have  been  called  'the  Greatest'  for  it  is 
approximately  fourteen  inches  by  eleven  inches 
in  size  and  nearly  seven  pounds  in  weight. 

In  their  somewhat  pretentious  preface  the 
editors  state  that  it  was  their  intention  to  'create  a 
book  whose  exceptional  illustrations  and  distin- 
guished text  would  bring  some  of  the  world's 
finest  jewels  to  a  wide  audience'.  They  make 
much  of  their  photographic  preparations  and 
efforts  to  obtain  pictures  of  the  necessary  quality 
and,  indeed,  one  cannot  cavil  at  the  results.  Some 
of  the  colour  photographs  are  truly  magnificent. 
The  famous  Burgundian  lovers'  brooch  in  the 
Munich  Schatzkammer,  reproduced  in  most 
books  on  jewellery  since  World  War  n  with 
varying  degrees  of  clarity,  is  here  shown  enlarged 
several  times  in  glowing  colour  with  an  almost 
stereoscopic  effect.  The  Roman  cameo  of  Diocle- 
tian and  Maximian  Hcrculius  can  be  examined  in 
this  book  to  far  better  advantage  than  in  its 
cabinet  at  the  Dumbarton  Oaks  Collection, 
Washington.  Never  has  the  Crown  of  St. 
Wenceslas  in  the  Treasury  of  St.  Vitus  Cathedral, 
Prague  looked  so  opulent  and  so  close  to  hand  as 
in  these  pages.  Understandably  with  such  a  large 
field  to  cover  the  selection  of  objects  is  hardly 
comprehensive.  This  can  be  understood.  But  the 
presentation  is  often  haphazard  and  sometimes 
infuriating.  One  gets  the  impression  that  some 
photographs  were  used  simply  because  they  were 
good  photographs,  hi  the  section  on  Gemstones, 
for  instance,  one  is  confronted  with  a  seven  inch 
by  ten  inch  colour  photograph  of  a  slab  of 
labradorite,  rarely  used  as  a  gemstone  and  certain- 
ly not  present  in  any  of  the  pieces  of  jewellery 
pictured  or  described  in  the  book.  There  is  a 
superb  illustration  of  a  pearl  lying  (unnaturally?) 
in  its  parent  oyster,  but  the  latter  is  a  foot  long 
with  enough  corrugated  shell  and  flesh  showing 
to  put  off  all  but  a  gourmand.  And  what  on  earth 
is  the  back  view  of  a  female  nude  doing  as  a 
frontispiece  to  the  chapter  'Why  Does  Man 
Adorn  Himself  by  Erika  Billeter?  I  can  only 


comment  that  the  young  lady  concerned  appears 
to  need  no  further  adornment. 

One  cannot  question  the  expertise  of  the 
authors  who  have  each  contributed  a  chapter. 
Dr.  Eduard  Giibelin,  the  eminent  Swiss  gem- 
mologist,  writes  on  gemstones  with  great  love 
and  authority.  The  distinguished  museum  crea- 
tors, Guido  Gregorietti,  Reynold  Higgins  and 
Hugh  Tait,  are  responsible  for  the  two  chapters 
covering  the  development  of  jewellery  styles 
from  prehistory  to  the  end  of  the  nineteenth 
century.  With  great  dexterity  they  have  con- 
trived to  produce  an  admirable  precis  of  some 
five  thousand  years  of  progress.  The  cultures  of 
the  Ancient  Egyptians,  the  Sumerians,  Chaldeans, 
Greeks,  Etruscans,  Romans,  Scythians,  Cretans, 
Celts,  Vikings,  Aztecs,  Mixtecs,  Mayans,  not  to 
mention  the  peoples  of  the  Byzantine  Empire  and 
mediaeval  Europe,  have  been  masterfully  but 
painfully  condensed  within  some  forty  pages.  It 
would  be  carping,  I  suppose,  to  complain  that  the 
Chinese  and  Japanese  have  been  neglected. 

This  very  basic  history  of  jewellery  is  followed 
by  Canon  Charles  Ledit  on  'Sacred  Jewels', 
Ronald  Lightbown  on  'Regalia  and  Ceremonial 
Jewelry'  and  Renee  Neu  on  'Modern  Jewelry'. 
Finally  comes  George  Switzer,  Curator  of  the 
Smithsonian  Institution,  Washington,  on  'Some 
Famous  Jewels'  with  a  rare  sight  of  the  Timur 
Ruby  in  the  private  collection  of  h.  m.  The  Queen. 
There  is  a  table  of  gemstones,  a  curiously  incom- 
plete bibliography  and,  most  exasperating  of  all, 
no  index.  The  last  omission  is  inexcusable.  One 
hesitates  to  deplore  the  efforts  of  any  publisher 
who  seeks  for  perfection,  but  at  the  price  of  £35 
one  has  to  ask  for  which  class  of  reader  was  this 
book  intended.  Too  expensive  for  a  coffee  table  or 
public  library  shelf,  surely,  of  little  use  to  the 
student  or  historian,  perhaps  collectors  will  find 
joy  in  its  superb  illustrations  -  and  the  price 
worthwhile. 

In  complete  contrast,  'A  History  of  Jewels',  is 
an  extremely  good  example  of  a  popular,  well- 
illustated  book  sold  at  a  competitive  price.  It  must 
be  admitted  that  when  one  reads  that  its  author  is 
a  playwright  and  novelist  and  that  the  introduc- 
tion is  written  by  a  poet,  one  approaches  it  with 
some  misgivings,  but  in  fact  this  unlikely  com- 
bination of  writers  have  made  a  sound,  workman- 
like job.  The  text  does  not  perhaps  carry  the 
weight  of  authority  of  its  vast  companion  and 
some  statements  are  a  little  too  sweeping.  Is  it 
really  true  that  'virtually  no  personal  jewellery 
was  made  in  England  and  France  during  the 
eleventh  and  twelfth  centuries'?  There  are  also 
some  minor  technical  errors  -  the  demi-parure  in 
the  Victoria  and  Albert  Museum  illustrated  on 
page  219  is  of  the  nineteenth  century  and  is  set 
with  peridots  not  emeralds.  These  are  the  kind  of 
slips  which  creep  unheralded  into  most  books. 
This  book  has  the  virtue  of  being  clearly  and 
cheerfully  written  and  bears  the  hallmarks  of  a 
considerable  depth  of  research.  In  fact,  some  of  the 
snippets  of  information  make  one  regret  that 
curse  of  modern  books,  the  absence  of  references. 
The  colour  illustrations,  plentiful  though  they 
are,  are  inevitably  not  of  the  quality  of  the  larger 
book  and  it  is  interesting  in  this  respect  to  com- 
pare the  two  reproductions  of  the  Dunstable 
Swan  Jewel.  Nevertheless  the  book  is  a  great 
pleasure  to  browse  through  and,  with  a  compe- 
tent glossary,  book  list  and  index,  it  can  be 
thoroughly  recommended  as  a  general  history  of 
jewellery,  one  to  arouse  interest  in  any  reader. 

h.  l.  blackmorb 
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The  Designs  of  Archibald  Knox 

for  Liberty  and  Company 

By  Adrian  J.  Tilbrook 

Approx.  260  pages  and  200  illustrations 

London:  ornament  press 

£9.50 

'A  life-time  away'  is  a  colloquial  phrase  which 
designates  an  historical  period  about  as  obscure  as 
the  Dark  Ages.  Accurate  and  detailed  information 
concerning  most  periods  in  history  is  more  readily 
available  than  it  is  about  the  period  of  seventy  or 
eighty  years  ago  -  just  a  life-time  away! 
Archaeological  and  historical  research  relating  to 
the  end  of  the  last  century  and  the  beginning  of 
this  has  revived  interest  in  Art  Nouveau  and  the 
Arts  and  Crafts  Movement;  Charles  Rennie 
Mackintosh,  Christopher  Dresser,  Thomas  Jeckyll 
and  C.  R.  Ashbee  are  all  names  to  conjure  with 
once  again.  Now  it  is  the  turn  of  Archibald  Knox. 
Many  people  will  have  registered  the  name  of 
Archibald  Knox  for  the  first  time  this  summer 
whilst  studying  the  silver  and  jewellery  section 
of  the  Liberty's  Centenary  Exhibition  at  the 
Victoria  and  Albert  Museum;  others  will  have 
seen  the  uncatalogued  exhibition  of  his  designs 
also  at  the  Victoria  and  Albert  in  1970  or  the 
Centenary  Exhibition  in  the  Manx  Museum  in 
1964.  This  profusely  illustrated  book  records 

s;very  known  design  by  Knox,  the  work  he  did 
for  Liberty's  from  the  mid  1890s  through  to  1912, 
ind  gives  a  brief  account  of  his  life. 

Knox  was  an  essentially  private  man  who 
itudiously  avoided  any  personal  publicity;  this, 
roupled  with  the  anonymity  obligatory  to  all 
-iberty's  designers,  makes  it  difficult  to  pinpoint 

I  he  facts  of  his  life  and  detail  the  finished  work. 

:  however,  when  he  resigned  as  Head  of  Design  at 
Kingston  School  of  Art  after  a  disagreement  with 
he  South  Kensington  Examiners  in  1912  he  con- 
igned  a  number  of  drawings  to  the  common- 
00m  waste-paper  basket;  these  were  rescued  and 
low  form  the  basis  of  the  collection  in  the 
/ictoria  and  Albert  Museum.  Together  with  a 
;roup  of  jewellery  designs  discovered  in  1970 

I  xid  some  designs  in  the  Manx  Museum  there  is 

H  low  a  sufficient  body  of  work  to  make  attribu- 

'  ions  possible. 


Archibald  Knox  was  born  in  the  Isle  of  Man  hi 
1 864,  the  son  of  an  engineer.  He  early  became 
interested  in  Celtic  and  Runic  designs  and  in  the 
principles  of  ornament;  he  visited  Dublin  to  study 
Celtic  ornament  there  and  probably  worked  part 
time  in  the  design  office  of  the  architect  M.  H. 
Baillie  Scott  in  Douglas,  Isle  of  Man.  Baillie 
Scott  was  himself  interested  in  Celtic  art  and 
executed  commissions  for  Liberty's  from  1893 
onwards.  Mr.  Tilbrook  also  produces  reasons  why 
it  is  highly  likely  that  Knox  knew  Dr.  Christopher 
Dresser  hi  London,  but  he  does  not  go  as  far  as 
Stuart  Durant,  who  has  suggested  that  he  actually 
worked  in  Dresser's  studio. 

Knox's  initial  designs  for  Liberty's  were  for 
textiles,  but  he  came  into  his  own  towards  the  end 
of  the  1 890s  when  Liberty's  introduced  a  range  of 
silver,  jewellery  and  plate  to  be  followed  a  few 
years  later  by  pewter.  To  Knox  ornament  was  an 
integral  and  often  a  structural  feature  and  not 
something  that  was  applied.  Pattern  was  subject 
to  shape  and  the  shape  depended  on  the  object 
and  its  purpose.  Adherence  to  these  principles 
lead  to  the  designing  of  a  number  of  pieces  that 
bear  direct  comparison  with  Dresser's  work,  and 
enabled  him  to  evolve  the  very  best  of  the  Cymric 
and  Tudric  range.  The  interlacing  of  the  'Ancient 
Crosses  of  the  Isle  of  Man'  -  the  title  of  an  article 
he  had  written  for  Hie  Builder  in  1893  -  took  on 
a  new  meaning  in  his  hands  and  the  tough  and 
taut  designs  which  he  created  were  immediately 
successful.  Writing  in  a  German  magazine  in  1903 
the  art  critic  P.  G.  Konody  refers  to  'the  Curious 
curves,  which  Liberty  &  Co  were  the  first  to 
introduce  and  which  had  such  a  ruinous  influence 
on  the  whole  of  European  applied  art'.  These 
'curious  curves'  when  used  by  people  who  did 
not  have  Knox's  grasp  of  the  rudiments  of  design 
became  flaccid  and  meaningless.  The  best  pieces 
by  Knox  himself  are  minor  masterpieces. 

The  absence  of  ledgers,  day  books  and  corres- 
pondence makes  it  difficult  to  document  the 
authorship  of  many  designs,  added  to  which  we 
have  the  cross-fertilization  and  plagiarism  which 
was  carried  on  in  Liberty's  own  workshops.  If 
this  did  not  constitute  sufficient  problems  for  the 
historian  there  is  also  the  problem  of  the  relation- 
ship between  Liberty's  and  Murrle,  Bennett  and 


Left.  Gold  pendant  by  Knox  for  Liberty's,  c.  1904. 
Right.  Adaptation  of  a  Knox/Libcrty's  design 
by  Murrle,  Bennett  and  Company. 
Sally  Dennis  Collection. 

Company  (sec  illustration)  and  W.  H.  Haseler, 
and  the  fact  that  Liberty's  sold  a  number  of  de- 
signs to  Comicll's  of  Cheapside.  Perhaps  one 
should  put  a  more  literal  interpretation  on  the 
punch-line  in  Du  Maimer's  famous  cartoon  'Oh, 
Liberty,  Liberty,  how  many  crimes  are  commit- 
ted in  thy  name!' 

The  publication  of  this  book  forms  a  basis  for 
charting  these  muddied  waters,  and  constitutes 
an  important  step  in  detailing  the  history  of  early 
twentieth-century  design.  It  is  appropriate  that  it 
should  come  out  under  the  imprint  of  the 
Ornament  Press,  a  private  publishing  venture  by 
Gordon  House  and  Graham  Ovenden,  from 
whom  we  can  look  forward  to  future  volumes  in 
this  field.  peyton  skipwith 

Your  House:  The  Outside  View 

By  John  Prizeman 

Foreword  by  Richard  Gloucester 

128  pages, 

numerous  colour  illustrations 
London:  hutchinson 

£2.75 

This  most  attractive-looking  book  is  packed  with 
information  about  the  building  materials  em- 
ployed for  every  kind  of  small  British  house  from 
the  earliest  times  right  up  to  the  present  day. 
There  are  no  fewer  than  two  hundred  and  forty- 
five  photographs  and  one  hundred  and  thirty 
drawings,  mostly  small  but  all  in  colour.  The  two 
are  cleverly  intermingled,  ana  the  general 
standard  of  colour  reproduction  is  decidedly 
good. 

For  the  principal  materials,  stone,  brick, 
timber,  mud  and  rendering,  there  is  a  short  intro- 
duction followed  by  notes  on  well-chosen  ex- 
amples, all  illustrated.  Separate  sections  deal  with 
walls,  doors,  windows,  roofs,  chimneys  and 
paving ;  the  book  is  not  concerned  with  interiors. 
Great  emphasis  is  laid  throughout  on  the  role  of 
external  colours,  both  natural  and  applied,  and 
this  extends  to  advice  on  how  colour  can  best  be 
employed  today.  A  short  section  refers  to  early 
examples  of  standardised  components  and  to  the 
prefabrication  which  rising  costs  and  population 
pressure  have  now  rendered  inevitable. 

Among  a  few  errors  it  is  perhaps  worth  point- 
ing out  that  the  walls  of  Greensted  church  are 
constructed  of  half-trunks  split  vertically,  not  of 
solid  logs,  and  that  the  Act  of  1709  requiring 
wooden  windowframes  to  be  set  back  witliin  a 
reveal  applied  only  to  London.  It  is  surprising  to 
read  that  in  the  Georgian  age,  whereas  'the  sash 
reigned  supreme  on  all  brick  and  timber-clad 
buildings,  casement  windows  were  still  preferred 
for  stone  houses',  and  much  odder  still,  really 
incomprehensible  in  a  book  as  good  as  this,  to 
find  the  fifteenth  century  termed  'a  bad  period 
for  church  building',  for  this  is  the  century  which 
for  churches  was  in  some  respects  the  best  of  any. 

It  should  be  stated  that,  although  sponsored  by 
'the  trade',  no  reference  is  made  to  brand  products 
until  the  short  final  section,  and  then,  it  may  be 
felt,  with  fair  justification.  What  is  certain  is  that 
without  trade  sponsorship  this  book  could  never 
have  been  produced  at  so  low  a  price. 

ALEC  CLIFTON-TAYLOR 
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Max  and  Will 

Max  Beerbohm  and  William  Rothenstein 

Their  Friendship  and  Letters  1893-1945 

Edited,  with  introduction  and  Notes  by 

Mary  M.  Lago  and  Karl  Beckson 

193  pages  with  illustrations 

London:  JOHN  MURRAY 

£5-50 

Poor  Max.  There  is  a  cartoon  by  Ronald  Searle, 
drawn  for  his  eightieth  birthday :  'Max  accepting 
with  resignation  his  place  among  the  classics'.  And 
so  it  has  been.  He  suffered  the  dignity  of  a  very 
full  biography  by  Lord  David  Cecil  and  now  his 
letters  to  Rothenstein  have  been  collected,  and 
prove  to  be,  alas,  of  chiefly  scholarly  interest.  It  is 
of  value  to  see  what  he  wrote  when  patching  up 
his  famous  estrangement  from  Rothenstein,  and 
of  interest  to  see  him  pressing  his  friend  to 
approach  Ramsay  Macdonald  about  an  o.  m. 
for  C.  P.  Scott,  but  generally  these  letters  arc  not 
nearly  as  amusing  as  might  have  been  hoped.  Max 
seems  to  have  reserved  his  best  flights  for  corres- 
pondents less  close  to  him  than  Rothenstein,  or  for 
the  delightful  Reggie  Turner. 

But  there  is  one  considerable  compensation. 
Will  Rothenstein  emerges  from  the  other  half  of 
the  correspondence  as  a  mind  full  of  enthusiasm, 
wit,  charity  and  sound  judgement.  Not  only  are 
his  letters  to  Max  longer  than  those  from  him, 
but  they  are  considerably  more  numerous  and 
Rothenstein  wrote  ruefully  in  Men  and  Memories 
that  he  used  to  address 

'Sir  Max  Beerbohm, 

The  Caves  of  Silence, 
Rapallo.' 

Here  he  is  reminding  Beerbohm  of  Shaw's 
seventieth  birthday: 

'Did  you  write  to  Shaw  ?  At  last  he  is  being 
honoured  by  his  adopted  country  -  a  poem  in  the 
Times!  and  a  dinner  at  the  House  oj  Commons.  I 
wrote  to  pay  my  homage,  of  course:  I  told  him 
inter  alia,  that  his  two  hundred  year  sojourn  in 
Ireland  was  all  very  well,  but  he  was  really  a  Scot, 
and  had  been  canny  enough  to  retain  his  vigour  of 
mind  by  extracting  ultra  violet  rays  from  limelight'. 

The  two  men  were  friends  for  over  fifty  years. 
They  met  first  in  Oxford  in  1893,  when  they  were 
both  twenty-one.  Rothenstein  had  been  com- 
missioned by  John  Lane  to  do  twenty-four 
portrait  drawings  of  Oxford  dignitaries  and  the 
undergraduate  Beerbohm  was  sufficiently  an 
Oxford  celebrity  to  be  included.  Rothenstein 
himself  was  already  a  figure  in  the  larger  artistic 
society  of  Paris  and  London  and  the  two  brilliant 
young  men  took  to  each  other  at  once,  sharing, 
among  other  things,  a  shrewd  knack  of  self- 
advertisement. 

Rothenstein  was  enthusiastic  about  Max's  life- 
style and  his  caricatures,  'Suave,  smiling,  polished 
and  cynical',  he  wrote,  'we  can  but  wish  him  the 
successful  career  which  should  accompany  talents 
of  so  precious  an  order'.  He  proved  invaluable  to 
the  young  Max,  introducing  him  to  such  useful 
contacts  as  John  Lane,  Aubrey  Beardsley,  Walter 
Sickert  and  Arthur  Symons.  The  letters  of  both 
during  this  period  are  arch,  ornate  and  self- 
consciously Wildean.  The  editors  in  their  preface 
tell  us,  rather  primly,  that  Rothenstein's  use  of  the 
word  'ridiculousment'  is  'the  product  of  neither 
faulty  knowledge  of  French  nor  of  editorial 
carelessness.'  Whilst  Max  can  write: 


'Are  you  working  ?  Are  you  in  my  charming 
phrase,  staining  the  hair  of  a  cammel  in  gaudy 
chemicals  and  wiping  them  off  on  a  bit  of  coarse 
canvas'. 

The  later  letters  are  more  homely,  less  deliberate- 
ly brilliant,  and  less  fun  to  read. 

Max  had  a  clever  and  cruel  series  of  cartoons  in 
which  he  made  the  old  selves  of  his  contempor- 
aries confront  themselves  as  young  men.  At  the 
Royal  Academy  before  a  polite  group  of  students, 
Sir  William  Rothenstein  glares  at  the  pushful, 
cravated,  young  Will :  'Take  your  hat  off"  Sir !  - 
And  leave  the  room'. 

In  fact,  the  change  in  the  character  of  the  letters 
comes  not  with  the  writers'  mere  accumulation 
of  honours  and  years ;  rather  it  occurs  in  a  short 
period  between  1909  and  191 1.  At  that  time  Max 
became  a  husband  and  retreated  to  Rapallo.  But 
1909  was  also  the  year  of  their  quarrel.  Exactly 
how  Rothenstein  offended  Max  is  not  known: 
two  vital  Beerbohm  letters  have  disappeared; 
perhaps  Rothenstein  found  them  so  painful  he 
destroyed  them.  Whatever  it  was  and  however 
successfully  the  damage  was  repaired  they  seem 
to  have  become  wary  of  each  other  ever  after- 
ward; their  mutual  regard  almost  too  effusive. 
Henceforward  Rothenstein  could  never  again 
tease  Max  as  he  had  done  in  1903. 

'Alice  appears  to  have  told  people  I  liked  your 
article  in  the  Saturday.  Can  you,  cher,  be  as 
innocent  as  they  and  believe  it  ?  And  do  I  not  know 
your  Roman  justice  towards  your friends,  we 
scratch  your  back  and  you  scratch  our  eyes'. 

As  for  Max,  only  in  his  drawing  did  his  former 
acerbity  continue.  Rothenstein's  drawings  of 
Beerbohm,  when  compared  with  photographs  of 
his  subject,  always  seem  kindly  and  flattering. 
Max's  caricatures  of  his  friend  are  the  reverse. 
Forty  years  later  Max  told  S.  N.  Bchrman: 

'  Will  was  a  propulsive  character  don't  you  know. 
He  had  a  propulsive  mental  activity.  My 
caricatures  of  him  were  cruel,  I  am  afraid.  He  knew 
they  were;  and  yet  he  took  it  manfully.  As  a  writer 
I  was  kindly,  I  think  - Jekyll  -  but  as  a  caricaturist 
I  was  Hyde'. 

(From  S.  N.  Bchrman,  'Conversation  with 
Max',  Hamish  Hamilton,  London  i960.) 

The  letters  arc  a  record  of  a  fine  friendship  and 
two  ultimately  warm  and  mellow  hearts.  But,  as 
entertainment,  one  regrets  that,  after  1909,  Mr. 
Hyde  was  absent  from  them. 

JOHN  SCOTNEY 

Books  received 

English  Painting 

From  Hogarth  to  the  Prc-Raphaclites 

By  Jean- Jacques  Mayoux 

Preface  by  Sir  Anthony  Blunt 

282  pages,  colour  plates 

London:  macmillan 

^25-00 

Bartolomc  Bermejo 

The  Great  Hispano-Flcmish  Master 

By  Eric  Young 

160  pages,  68  illustrations 

and  4  colour  plates 

London:  PAUL  elek 

£12.50 


Intaglios  and  Rings 

Greek,  Etruscan  and  Eastern 
from  a  Private  Collection 
By  John  Boardman 
118  pages,  275  illustrations 
and  10  colour 

London:  Thames  and  Hudson 
£12.50 

Titian 

The  Mythological  and  Historical 

Paintings :  Volume  m 

By  Harold  IVethey 

480  pages,  309  illustrations 

and  8  colour 

London:  phaidon  press 
£30.00 

Sir  Joshua  Reynolds 

Discourses  on  Art  Series 
Edited  by  Robert  R.  Wark 
349  pages,  28  illustrations 
New  Haven  and  London: 

YALE  UNIVERSITY  PRESS 

for  the  Paul  Mellon  Foundation 
£9-50 

West  African  Weaving 

By  Venice  Lamb 

228  pages,  3 10  illustrations 

numerous  colour,  maps 

London:  Duckworth 

£25.00 


The  National  Trust 
Year  Book  1975-76 
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MikIh  -  in  Art  HisJmh  .um  I  Viiwu  (.  uiw  i\.iIh.i. 


A  new  illustrated  annual  which  will  be 
of  great  interest  to  connoisseur  and 
conservationist  alike. 

THE  NATIONAL  TRUST 
YEAR  BOOK  1975-76 

contains  nineteen  articles  on  the  great 
artistic,  architectural  and  environ- 
mental treasures  maintained  by  the 
Trust. 

All  the  authors  are  acknowledged 
experts  and  there  are  almost  200 
photographic  plates. 

EUROPA  PUBLICATIONS 

18  Bedford  Sq.  London  WC1B  3JN 

Price  £3.50 


2l6 


Selection 


PICTURA  7  5     29  November -7  December  1975  Eurohal,  Maastricht,  Holland 

Pictura  75  marks  a  new  departure  in  the  concept  of  antique  fairs. 
Thirty  of  Europe's  leading  art  dealers  have  come  together  to  stage  the  frst  sales  fair 
which  specialises  in  the  fine  arts,  and  display  some  of  the  finest  paintings  on  the  market 
at  the  present  time,  Old  Masters,  Romantics  and  Impressionists. 


1.  Joseph  Vernet. 

La  Baignade  a  I  'entree  d'unc  Grotte, 
signed  and  dated  1786, 
56  X  81.5  cm. 

J.  O.  Lcegenhoek ,  g6  Avenue  Kleber,  751 16  Paris. 

2.  Jan  Davidsz.  de  Heem. 
Still  life  with  a  Nautilus  Cup, 
signed  and  dated  1634, 

59.5  x  54  cm.  (23 i  x  21}  inches). 

Hewer  Wengraf,  67 Jenny n  Street,  London  wi. 


3.  Octave  Tassaert,  1800  -  1874. 
Sara  la  Baignense,  55.5  X  45.5  cm. 

Galerie  Andre  Watteau,  1 82  rue  du  Faubourg  St.  Honcre,  Paris. 

4.  Egbert  v.d  Poel,  1621-1664. 
Landscape,  signed,  oil  on  panel, 

Rob  Noortman  Kunsthandel,  Aalbekerweg  49,  Hulsberg,  Netherlands. 


217 


5.  Friedrich  Peter  Hiddemann. 

Die  FlaschcSekt  1867, 

signed  and  dated,  80  x  100  cm. 

Galerie  G.  Paffrath  K.G.,  Konigsalke  46,  Dusseldorf. 


6.  P.  Trouiilebert. 
Landscape. 

Ktmsthandel  Gebr.  Douwes,  Robin  46,  Amsterdam. 


7.  Barent  Avercamp. 
Winter  Scene, 

panel,  27.5  x  39  cm.  (io^X  15$  inches). 

H.  Terry-Engell  Gallery,  8  Bury  Street,  London  swi. 


9.  David  Teniers  the  Younger,  1610-1690. 

Landscape  with  storm  and  two  peasants, 

signed  with  a  monogram  di, 

oil  on  cradled  panel, 

22.8  x  33  cm.  (9x13  inches). 

Alan  Jacobs  Gallery,  15  Motcomb  Street,  London  swi. 


10.  Jan  van  der  Heyden,  1637-1712. 
A  view  in  Cologne,  St.  Pantaleon, 
signed,  33  X  43  cm.  (13  X  17I  inches). 
Brod  Gallery,  24  St.  James's  Street,  London  swi. 
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Right. 

12.  Jan  van  Goyen,  i  596-1656.  A  sandy  road, 
signed  and  dated  1630,  panel,  42  x  63  cm. 
Richard  Green,  44  Dover  Street,  London  wi. 


11.  Jules  Dupre. 
Vachesa  I'abreuvoir, 
22.5  X  29.3  cm. 

Knnsthaiis  Biihler,  Wagenburgstrasse  4,  Stuttgart. 


13.  Hendrick  Dubbels,  1620-1676. 

The  Flagship  'De  Hasewint  1630'  off  Middelbnrg, 

signed  and  inscribed, 

68  X  103  cm. 

Galerie  Mullentneister ,  Pfaffenberger  Weg  87,  565  Solingen  1. 


14.  F.  Knebel,  1809-1877. 
Lake  Nemi,  near  Rome, 
signed  and  dated  1863, 
44.5  X  71.5  cm. 

Mahzahn  Gallery,  3  Cork  Street,  London  wi. 


Left. 

15.  Hendrik  Willem  Mesdag. 

A  calm  evening  at  Scheveningen, 

signed,  110  x  70  cm.  (43  J  x  27$  inches). 

M.  Newman  Ltd.,  43a  Duke  Street,  London  swi. 


Sale 


rooms 


i.  Three  coloured 
diamond  and  multi-gem 
butterfly  brooch. 
Christie's,  July  1975. 
£1,250(52,625). 

■ 


Prices  for  jewellery  sold  at  auction  in  London 
have  been  consistently  good  throughout  this  year 
and  have  not  been  subjected  to  the  same  fluctua- 
tions as  other  areas  of  rhe  art  market.  The  value  of 
jewellery  lies  not  only  in  the  stones  and  their 
settings  but  also  in  its  portability.  This  attracts 
foreign  buyers  and  leads  to  competitive  bidding. 
As  a  result  a  high  percentage  of  lots  have  been 
sold  in  each  sale.  A  few  examples  of  jewellery 
sold  recently  are  illustrated  here. 

On  22,  23  and  24  September,  Christie's  held  a 
sale  at  Cullen  House  in  Banffshire.  The  house  was 
formerly  owned  by  the  late  Countess  of  Scafield 
who  was  once  the  richest  woman  in  England  after 
the  Queen.  However,  the  present  Earl  has  been 
forced  to  sell  the  contents  because  of  the  rising 
costs  of  maintenance.  The  objects  included 
magnificent  pictures,  furniture,  musical  instru- 
ments, tapestries,  silver,  ceramics  and  books  and 
fetched  a  grand  total  of  £350,858  (approximately 
$736,802).  Among  the  pictures  were  an  interior 
of  a  church  with  numerous  figures,  signed  and 
dated  1645,  by  a  Dutch  artist,  Anthonie  De 
Lorme  (£5,775;  $12,128),  T7ie  Battle  of  the  Boyne 
(£3.675;  $7,718)  and  a  landscape  with  a  party 
hunting  a  stag  near  a  country  house  (£5,675; 
$11,918),  by  another  seventeenth-century  Dutch 
artist,  Jan  Vincentsz.  van  der  Vinnc,  and  a 
portrait  of  Lady  Margaret  Ogilvie  by  Allan 
Ramsay  (£2,730;  $5,733).  The  furniture  in- 
cluded a  Regency  mahogany  framed  four-post 
bedstead  hung  with  Jacobean  crewel-work 
curtains  and  valances  (£3,360;  $7,056),  two 
seventeenth-century  Remish  table  cabinets  the 
eboniscd  cases  inlaid  with  ivory  (£2,730;  $5,733, 
and  £2,520;  $5,292)  and  a  set  of  six  eighteenth- 
century  Dutch  walnut  and  floral  marquetry 
single  chairs  (£2,310;  $4,851).  In  the  final  session 
of  the  sale  a  large  oblong  bain-marie  and  an  oval 
two  handled  copper  stewing  pan,  both  engraved 
Cattle  Grant  were  £997  ($2,094)  and  £819 
($1,720).  The  sale  was  very  successful  but  one 
should  bear  in  mind  that  the  buying  premium  of 
ten  per  cent  which  Christie's  arc  now  charging 
purchasers  was  not  then  in  force. 

Briony  Llewellyn 


Right. 

2.  Emerald  and  diamond 
necklace. 
Christie's,  June  1975. 
£55,000(5115,500). 


3.  Emerald  and  diamond  double-clip  brooch. 
Sotheby's,  September  1975. 
£4,800  ($10,080). 


7.  Emerald  and  diamond 
insect  brooch. 
Sotheby's,  July  1975. 
£95o(Si,995). 


Right. 

8.  Victorian 

diamond  bracelet. 

Phillips,  September  1975. 

£1,250(52,625). 


4.  Pair  of  aquamarine  and  diamond  pendant 
earrings. 

Christie's,  July  1975. 
£11,000(523,100). 


Left. 

5.  Orest  Fcdorovich 
Kurlyukov  cut-glass 
kovsh, 

Moscow  1908-1917. 
Width:  50  cm. 
Sotheby's  Belgravia, 
September  1975. 
£1,000(52,100). 

Right. 

6.  Jewel  in  the  form 
of  a  fabulous 
Blackamoor  figure. 
Phillips,  September  1975. 
£4,8oo(Sio,o8o). 


Right. 

9.  Tortoiscshell  hoite-a-portrait 
with  gold  mounts,  the  lid  inset 
with  a  miniature  of  a  young 
girl  by  Pierre  Pasquicr. 
I  )iameter:  2i  inches. 
Sotheby's,  September  1975. 
£420(5882). 
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10.  Gold  and  enamelled  box  given  by  the 
Emperor  Napoleon  to  Monseigneur 
Jean-Baptiste  Duvoisin,  Bishop  of  Nantes. 
Ader  Picard  Tajan,  Hotel  Drouot,  Paris, 
June  1975. 

43,000  francs  (£4,624). 


14.  Detail  of  a  yellow  gold  necklace  with 
detachable  pendant  brooch,  both  set  with 
amethysts  and  pearls. 

King  and  Chascmorc  and  McLean  and  Company, 
Toronto,  Canada,  July  1975. 
$3 ,200  (£1,404). 


Enetcntm. 

HE  FEAST  OF 

DEDICATION. 
CELEBRATED 

At  Li  v  col  hi;  Inn  1, 
MiScmwo  there rponAfcen- 
'«>) 

U  tht  'DcJicjtitn  of i  nn  ChdfttU 

kot,  ConfarKetJ  by  che  Rigfc  t  Ret*, 
iwd  Tnta  m  Cfld,  lite  fc3»» 
•fleneno.. 


t««»o«, 
mfdbTA.tt.hUT.fc«T»OM»iroMi, 

4t«lrfe»-..«?™«U« 


15.  Robert  Salmon. 
A  Steamboat  and  other  Shipping  at  the 
Custom  House  Quay,  Greenock,  1820. 
58  X  94  cm. 
£8,000  (Si6,8oo) 


3  ncacma. 

1  -east  of  Dedication, 

A  hn Donne,  1623. 

I  lam's,  September  1975. 

i>($483)- 

f 

12.  George  m  mahogany 
Carlton  House  desk. 
Width:  1.63  m. 
Sotheby's  Parke  Bcrnct, 
Dunellen  Hall, 
Connecticut, 
September  1975. 
$36,000  (£17.303). 


18.  Queen  Anne 
vermilion  lacquer 
secretaire,  c.  1710. 
Height:  88  inches. 
O.  Rundle  Gilbert, 
New  York, 
June  1975. 
$17,000  (£7,728). 


Belon>. 

19.  Allan  Ramsay. 
Lady  Margaret  Ogilvie,  1744. 
50  x  39A  inches. 
Christie's  at  Cullen  House, 
Banffshire,  September  1975. 
£2,730(55,733)- 
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13.  George  n  pear-shaped  chocolate 
urn  by  Fuller  White,  1749. 
Height:  i6i  inches. 
Christie's  at  Cullen  House, 
Banffshire,  September  1975. 
£3.780(57,938). 


16.  Part  of  a  Derby  dessert  service. 
Christie's  at  Cullen  House, 
Banffshire,  September  1975. 
£4,410  (59,261)  for  the  service. 


Right. 

17.  Chamber  Organ  by  John  Byfield  1  or  11, 
eighteenth  century. 
Height:  15  feet. 

Christie's  at  Cullen  House,  Banffshire, 
September  197  s. 
£5,250(511,025). 


Diary 


JOHN  SELL  COTMAN 
Drawings  of  Normandy  in 
Norwich  Castle  Museum 
Jack  Hillicr 

There  is  a  curious  and  sad  parallel  between  the 
careers  of  two  of  our  most  gifted  artists,  Cotman 
and  Palmer.  As  young  men  in  their  early 
twenties,  both  had  periods  of  inspiration  when 
they  painted  landscapes  of  unique  technical  and 
emotive  power,  the  one  at  Rokeby  in  Yorkshire, 
the  other  at  Shoreham  in  Kent;  and  thereafter, 
because  of  the  need  to  provide  for  a  wife  and 
family,  were  obliged  to  forsake  their  visionary 
daring  and  to  adopt  styles  more  orthodox,  with 
subjects  more  acceptable  to  the  picture-buyers  of 
their  day.  Both  were  impelled  by  men  of  stronger 
character  than  themselves  to  pursue  humdrum 
but  safe  industry.  Palmer's  task-master  was  his 
father-in-law,  John  Linncll ;  Cotman's,  the  well- 
meaning  but  repressive  Dawson  Turner. 

It  was  Dawson  Turner  who  was  largely  res- 
ponsible for  Cotman's  three  visits  to  Normandy 
in  search  not  so  much  of  the  picturesque  as  the 
antiquarian.  The  engravings  produced  for  the 
Architectural  Antiquities  of  Normandy  were  the 
means  of  a  livelihood  for  Cotman,  but  hardly 
calculated  to  inspire  the  artist  to  the  kind  of 
drawing  which  made  his  stay  in  Rokeby  one  of 
the  landmarks  in  the  history  of  English  water- 
colour.  As  a  consequence,  there  has  been  a 
tendency  to  play  down  the  Normandy  works, 
and  the  Norwich  Castle  Museum's  recent  cxhi- 

i.John  Sell  Cotman. 

View  of  the  Inner  Harbour  and  Cliffs  at  Fecamp, 

pencil  and  brown  wash. 

Norwich  Castle  Museum. 


bition,  for  almost  the  first  time,  gave  prominence 
to  a  number  of  splendid  drawings,  as  well  as 
dealing  with  a  new  thoroughness  with  the  events 
and  output  of  the  Normandy  period,  made 
possible  by  Dr.  Rajnai's  research  tour  retracing 
Cotman's  movements  in  France. 

Cotman's  tours  ofi8i7,  1818  and  1820  were 
feats  of  physical  endurance  because  of  the  appal- 
ling travelling  conditions  and  the  vile  lodging 
places  en  route.  He  made  no  attempt  to  take 
painting  materials  on  his  journeys  but  relied 
'upon  his  pencil  and  upon  his  memory'.  Most  of 
the  exhibits  were  of  watercolours  and  mono- 
chrome drawings  made  after  his  return  to 
England,  based  upon  what  could  only  have  been, 
to  judge  from  a  few  on-the-spot  drawings 
exhibited,  no  more  than  the  sketchiest  aide- 
memoires.  Yet  several  monumental  works  were 
the  outcome,  displaying  Cotman's  innate  com- 
positional sense  and  his  consummate  draughts- 
manship. The  monochromes  of  Fecamp  and  the 
Pont  de  l'Arches  are  typical.  The  bulk  of  the 
exhibits  were  provided  from  the  Norwich  Castle 
Museum's  own  holdings,  but  a  further  forty- 
eight  were  lent  by  various  public  and  private 
owners,  considerably  furthering  the  compre- 
hensiveness of  the  exhibition.  In  a  room  adjoining 
the  main  hall,  a  recorded  lecture  was  illustrated 
by  colour  slides  of  Cotman's  works  and  of 
present-day  aspects  of  the  places  he  had  drawn. 

Both  the  exhibition  and  the  excellent  catalogue 
were  thoughtfully  conceived  and  worked  out  in 
considerable  depth,  adding  significantly  to  our 
appreciation  of  the  work  of  one  of  our  greatest 
artists. 


THE  EDINBURGH 
INTERNATIONAL  FESTIVAL 
24  August-13  September  1975 
Charles  McCorquodale 

International  the  visual  arts  at  this  year's  Festival 
were  not  -  the  poor  relation  of  its  music  and 
drama,  they  limped  along  behind,  trying  not  to 
draw  too  much  attention  to  their  denuded 
condition.  Kandinsky,  out  on  an  elegant  limb  at 
the  Gallery  of  Modern  Art,  made  concessions  to  a 
modernity  rigorously  shunned  in  the  Fringe, 
which  at  least  ought  to  produce  occasional  new 


talent.  Kandinsky 's  paintings  en  masse  are  cer- 
tainly impressive,  the  sheer  volume  of  their 
concerted  colours  cheek-by-jowl  ovenvhelrning 
all  but  those  most  sceptical  of  Kandinsky's  some- 
what autodidactic  theorising.  The  one  exhibition 
where  superlative  quality  and  not  too  much 
quantity  were  united  was  'A  Kind  of  Gentle 
Painting'  at  the  Scottish  Arts  Council  Gallery. 
The  portrait  miniatures  of  Nicholas  HilHard  and 
Isaac  Oliver  were  shown  together  for  the  first 
time  since  the  Victoria  and  Albert  Museum 
exhibition  in  1947.  Hilliard's  first  miniatures  were 
painted  at  the  age  of  thirteen,  his  'Treatise'  re- 
veals his  familiarity  with  the  graphics  of  Diirer 
and  Goltzius,  and  in  France  he  knew  Germain 
Pilon  and  Ronsard.  His  breathtaking,  sure  mini- 
atures reflect  his  cosmopolitanism,  their  imper- 
ceptible yet  fluid  technique  attaining  greater  psy- 
chological penetration  than  Oliver's  more  rom- 
antic likenesses.  Oliver's  French  birth  may  have 
given  him  his  more  sympathetic  view  of  female 
sitters,  seen  in  a  delightfully  wistful  Diana  and  a 
pen-and-ink  drawing  of  Elizabeth  1  wearing  the 
dress  in  which  she  gave  thanks  for  the  Armada's 
defeat.  Elizabeth's  features  and  clothes,  so  suited 
to  miniature  portrayal  were  best  seen  in  the  su- 
perb cameo  and  jewel-studded  Drake  Pendant. 
These  paintings  in  little  did,  and  still  can,  stir 
grandiose  emotions,  as  some  of  the  fascinating 
images  of 'Painting  in  Scotland  1 570-1650'  at  the 
Scottish  National  Portrait  Gallery  did  in  quite  a 
different  way:  two  gruesome  revenge  pictures, 
one  for  the  murder  of  Lord  Darnley,  the  other  for 
the  'Bonnie'  Earl  of  Murray  at  once  evoked  the 
turmoil  shaking  Scotland  in  these  years.  Duncan 
Thomson  assembled  an  exemplary  exhibition 
around  pictures  which  have  variable  aesthetic 
merits  but  unvarying  vitality,  and  which  showed 
the  emergence  of  Scottish  painting  from  the 
crudities  of  a  series  of  Monarchs  which  would 
have  made  the  Renaissance  elsewhere  blush  in 
despair.  The  advent  of  Adam  de  Colone  brought 
greater  poise  and  technical  polish,  which  George 
Jameson  and  his  pupil  Michael  Wright  continued, 
the  latter  most  notably  in  his  provocatively 
foppish  George  Vernon,  a  mid  seventeenth- 
century  foretaste  of  the  mixture  of  luxury  and 
restraint  peculiar  to  later  Scottish  portraiture. 
Coins,  engravings  and  emblem-books  completed 


2.  Prince  Henry  Frederick,  by  an 
unidentified  painter,  active  1592-1623, 
panel,  1596,  27  X  20I  inches. 

The  Earl  of  Roscbery. 

Lent  to  the  Scottish  National  Portrait  Gallery. 

3.  Nicholas  Hilliard. 

Charles  Blount,  Earl  of  Devonshire  ( 1 563-1606), 
inscribed  and  dated  Amor  Ainoris  Premium 
Anno  Domini  1587, 

watercolour  on  vellum,  2  x  I J  inches. 

Private  Collection. 

The  Scottish.  Arts  Council  Gallery. 


a  picture  of  the  dawn  of  Scottish  painting,  and  a 
carefully  constructed  painted  ceiling  from  Ros- 
send  Castle  suggested  that  more  lay  in  situ 
outside  the  exhibition,  waiting  to  be  enjoyed. 
Directly  linked  to  the  Scottish  National  Portrait 
Gallery  exhibition,  that  devoted  to  James  vi  and  1 
at  the  Royal  Scottish  Museum,  although  histori- 
cal, based  its  survey  in  large  part  on  similar 
material,  but  included  plate,  jewels  and  other 
evidence  of  the  King's  love  of  the  Arts:  Inigo 
Jones's  drawings  for  the  Masque  were  perhaps 
the  most  important  objects  on  show,  and 
demonstrated  that  the  finest  flowering  of  James's 
patronage  occurred  on  English  soil. 

Three  tiny  exhibitions  ran  concurrently  at  the 
Scottish  National  Gallery,  despite  their  scholarly 
bias,  these  retained  their  widest  possible  interest. 
Their  general  title,  'Work  in  Progress'  might 
seem  guaranteed  to  ward  off  any  pleasure- 
seekers,  but  each  managed  to  combine  a  firmly 
didactic  approach  with  modified  scholarly  tone. 
One  section  examined  the  drawing  as  the  begin- 
ning of  a  work  of  art,  another  Van  Dyck's  St. 
Sebastian  theme,  and  the  third,  most  absorbing  of 
all,  the  progress  of  Sir  David  Wilkic's  drawings 
towards  finished  paintings.  Wilkie's  undeserved 
neglect  should  be  partly  corrected  by  this 
selection  which  includes  the  powerful  Irish 
Whiskey  Still  and  the  autobiographical  Letter  of 
Introduction.  Remaining  exhibitions,  with  the 
exception  of  Kitaj  and  the  aggressi  ve  Eight  from 
Berlin  could  excite  little  enthusiasm:  it  makes  a 
pathetic  comment  to  see  that  Ceri  Richards  has 
replaced  the  resounding  talents  who  once  filled 
the  Royal  Scottish  Academy  at  Festival  time. 
Sic  transit. 


IRANIAN  AND  ANATOLIAN 

ANTIQUITIES 

Ann  Louise  Riley 

The  Department  of  Western  Asiatic  Antiquities 
at  The  British  Museum  have  recently  opened 
some  new  galleries  to  exhibit  to  fuller  advantage 
their  Iranian  and  Anatolian  collections.  The  re- 
housing ot  these  antiquities  is  a  very  successful 
achievement:  the  objects  arc  now  clearly  and 
spaciously  displayed  in  sections  supplemented  by 
maps  and  historical  outlines. 

The  Oxus  Treasure  occupies  an  important 
position  in  the  Iranian  Room.  This  rich  collection 
of  gold  and  silver  objects  spans  several  hundred 
years  but  dates  mostly  from  the  Achacmenian 
Empire  (549-332  bc).  In  1880,  Captain  F.  C. 
Burton,  Political  Officer  in  Kabul,  acquired  the 
treasure  from  three  merchants  whom  he  had 


4.  Hollow  gold  fish,  beaten  up  from 
a  flat  plate,  possibly  a  flask  or  bottle. 
Sixth  to  seventh  century,  bc. 
From  the  Oxus  Treasure. 
The  British  Museum. 
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rescued  from  the  hands  of  bandits.  Most  of  the 
gold  and  silver  was  eventually  acquired  by  Sir 
Augustus  Wollaston  Franks,  Keeper  of  British 
and  Mediaeval  Antiquities,  who  included  them 
in  his  bequest  to  the  British  Museum  in  1897. 

In  the  Iranian  Room  is  illustrated  the  history  of 
Iran  from  the  beginning  of  the  Bronze  Age 
•(3,000  bc)  to  the  Islamic  conquest  in  ad  642.  From 
<he  Bronze  Age  section  there  arc  steatite  objects, 
quarried  in  south-east  Iran,  which  were  used  to 
promote  trade  along  the  route  to  Mesopotania. 
From  the  Iron  Age  (1,300-600  bc)  there  is  dark 
monochrome  pottery  used  by  Indo-European 
peoples  settling  in  Iran.  A  large  section  is  devoted 
to  the  mctalwork  of  the  Iron  Age  in  Luristan 
(1,100-600  bc)  with  exotic  animal  decoration, 
such  as  the  magnificent  bronze  fmials,  each  of 
which  is  unique  as  they  are  made  by  the  'lost 
wax'  process  in  which  each  mould  is  used  only 
once.  This  is  a  prolific  period  artistically:  there 
arc  sheet  metal  belts,  amulets,  jewellery,  horse- 
trappings  and  harnesses  with  personal  ornament 
as  an  indication  of  wealth  status.  Techniques  of 
casting  advanced  rapidly  during  this  period  and 
tor  the  first  time  swords  were  cast  with  their 
blades  and  hilt  in  one  piece;  some  examples  of 
this  are  shown  and  also  a  silver  sword  hilt  pur- 
chased by  The  British  Museum  with  a  grant  from 
T.  E.  Lawrence's  'Seven  Pillars  of  Wisdom'  fund. 

From  the  Later  Iron  Age  and  the  Medos 
(800-550  bc)  there  is  the  rich  hoard  of  treasure 
from  Ziwiye,  discovered  buried  in  a  coffin  by 
some  locals  in  1947.  An  Achaemenian  relief  panel 
of  a  Persian  royal  guard  in  glazed  brick  from  the 
Palace  of  Darius  at  Susa  is  on  permanent  loan 
from  the  Louvre.  There  are  also  magnificent 
panels  from  the  Apadana  at  Persepolis:  a  file  of 
Susian  guards,  a  chariot,  a  Persian  guard  with  a 
shield  and  a  bearded  male  sphinx.  From  this 
powerful  era  there  is  a  wealth  of  objects:  gold, 
jewellery,  seals,  silver  bowls  and  rhytons.  From 
the  I'arthian  period  (250  bc-ad  224)  there  is  more 
fine  gold  jewellery,  gold  masks,  face-coverings 
and  coins  as  well  as  terracottas  with  a  strong 
Hellenistic  influence. 

The  Sassanians  (ad  224-642)  used  Roman 
techniques  for  their  glass-making,  brought  into 
Iran  from  territories  they  conquered.  Coins  from 
this  period  were  used  by  the  Sassanians  for  propa- 
ganda to  show  their  differences  with  the  Parth- 
ians,  whom  they  revolted  against,  and  their 
identity  with  the  old  Achacmenians. 

In  the  Anatolian  Room,  the  history  is  likewise 
concisely  explained.  The  antiquities  on  display 
date  from  the  Bronze  Age  (3,000-2,000  bc)  to 
Urartu  (900-600  bc).  The  first  case  displays  clay 
loom-weights  and  spindle-whorls  from  the 
Bronze  Age  which  were  discovered  by 
SchJiemann  during  his  excavations  at  Troy.  From 
the  Hittite  Age  (2,000-1,200  bc)  arc  clay  tablets 
from  their  capital,  Hattusa,  giving  information  on 
their  language,  religion  and  history.  Most  of  the 
Urartian  works  on  display  are  the  result  of  exca- 
vations during  1877  and  1880  by  Hotmuzd 
Rassam  and  Captain  F.milius  Clayton  on  behalf 
of  The  British  Museum:  from  Toprak  Kale  near 
Van  there  are  furniture  fittings,  remains  in 
bronze  of  thrones  or  footstools,  bull  and  griffin 
heads  and  cauldron  fittings. 


A  NINETEENTH-CENTURY  AMATEUR 
During  October  watcrcolours  and  drawings  by 
an  amateur  painter,  Sir  James  Peile  (1833-1906), 
were  on  show  at  the  Lower  Nupcnd  Gallery  at 


Above. 

Hendford  Manor,  Yeovil,  built  c.  1761,  with 
nineteenth-century  additions,  is  threatened  with 
demolition.  According  to  save  Britain's  Heritage, 
the  campaign  to  publicise  threats  to  historical 
buildings,  the  Yeovil  District  Council,  who  have 
owned  it  since  igj6,  have  allowed  it  to  fall  into 
disrepair  and  now  want  to  demolish  it.  There  is, 
however,  ardent  local  support  for  retaining  the 
house  and  the  Hendford  Manor  Action  Committee 
want  to  convert  it  into  an  arts  centre.  They  arc 
prepared  to  raise  the  estimated  £150,000  needed 
for  this  themselves,  by  running  a  lottery  and  other 
such  enterprises. 


Below. 

In  July  an  application  to  demolish  Edgecumbe  Hall  in 
Bristol  was  made  by  the  First  Church  of  Christ 
Scientists.  Built  oj  Bath  stone  in  1 833,  it  is  a 
handsome  two-storey  villa  with  well  preseri'cd 
interiors.  It  stands  on  the  Queen's  Road  approach 
to  Clifton  and  save  Britain's  Heritage,  who  are 
campaigning  to  preserve  it,  say  that  its  importance 
as  a  link  between  Georgian  Clifton  and  I  'ictorian 
Cotham  is  recognised  by  Bristol's  official  planners. 
According  to  save,  the  Christian  Scientists 
maintain  that  it  is  too  small  and  in  a  bad  state  of 
repair;  the  conservationists  say  that  their  problems 
could  be  solved  by  restoring  and  adding  to  the  existing 
building.  Anyone  who  wants  Edgecumbe  Hall  to  be 
preserved  should  write  to  the  Bristol  District  Council. 


Cradley,  near  Malvern,  Worcestershire.  Peile 
spent  thirty  years  of  his  life  in  government 
service  in  India,  returning  home  in  1887.  He  then 
took  up  residence  in  London  and  devoted  his 
time  to  painting  and  drawing.  He  visited  and 
drew  many  prominent  cathedral  cities  and  land- 
scape marks  in  the  country.  He  also  travelled  in 
Europe,  recording  scenes  everywhere  he  went, 
landing  up  in  Venice  a  fortnight  before  he  died  in 
1906.  Luckily  for  posterity  he  kept  meticulous 
diaries  throughout  his  life  and  numbered  and 
dated  nearly  all  his  paintings.  These  were  much 
influenced  by  English  painters  such  as  Turner, 
Bonington  and  Lear;  they  are  delightful  and 
romantic  depictions  of  the  scenery  of  England, 
Europe  and  India. 


BRITISH  DESIGN 
Richard  Calvocoressi 

This  year  saw  the  birth  of  two  new  ventures  in 
the  study  of  modem  European  architecture  and 
design.  The  first  was  the  one  year  course  run  by 
the  Open  University  'History  of  Architecture 
and  Design  1890-1939',  a  remarkable  academic 
experiment,  involving  nearly  seven  hundred 
students,  which  makes  a  constructive  and 
imaginative  use  of  television  and  radio  to  facili- 
tate the  comprehension  of  modern  buildings  (its 
television  film  on  Le  Corbusier's  Villa  Savoye 
won  an  award)  and  feeds  its  students  with  an 
exciting  diet  of  written  and  additional  visual 
material,  prepared  specially  for  the  course  by 
acknowledged  experts. 
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The  second  venture,  dating  from  February  of 
this  year,  was  the  formation  in  Brighton  of  The 
Decorative  Arts  Society.  Like  the  university 
course,  this  organisation  focuses  upon  the  years 
1890  to  1940  but  does  not  have  access  to  the 
technological  means  of  the  bbc  to  reach  its  public. 
Instead,  it  arranges  for  its  members  a  scries  of 
'events'  and  issues  them  with  an  annual  bulletin 
and  a  twice  yearly  newsletter.  One  such  event 
was  a  weekend  in  Glasgow  in  October  to  look  at 
the  work  of  Charles  Rennie  Mackintosh,  includ- 
ing tea  at  the  Willow  Tea  Rooms;  trips  to  Paris 
for  Art  Dcco  and  Brussels  for  Art  Nouvcau  have 
been  planned  for  1976.  The  emphasis  is  on  design 
rather  than  architecture  and  the  society's  bias  is 
towards  Art  Dcco  -  hardly  surprising,  consider- 
ing its  title  and  the  fact  that  its  base,  the  Brighton 
Museum,  with  its  collection  lent  by  Martin 
Battersby  (who  is  on  the  society's  committee)  is 
probably  the  major  home  in  this  country  for  this 
recently  fashionable  style. 


OV'  /// 
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6.  Design  by  Marion  Dorn,  c.  1933. 

By  courtesy  of  Wilton  Royal  Carpet  Company. 

Brighton  Museum. 


Both  projects  have  done  much  to  promote 
interest  in  the  British  scene  of  the  '20s  and  '30s. 
Part  of  the  Open  University  course  is  devoted  to 
an  appreciation  of  1930s  English  architecture  - 
those  years  which  witnessed  the  Modern  Move- 
ment's departure  from  the  Continent  and  the 
establishment  of  a  kind  of  International  Style  in 
Britain  -  and  another  part  concentrates  upon  the 
design  of  the  period. 

The  recent  exhibition  ot  'English  Carpets  and 
Designs  of  the  1930s'  (5  October-2  November 
1975),  presented  jointly  by  the  Decorative  Arts 
Society  and  the  Brighton  Museum,  is  a  colourful 
complement  to  the  Open  University's  more 
academic  approach.  The  shapes  of  European 
abstract  art,  as  so  often  in  the  interior  design  and 
architecture  of  the  period,  were  common  to 
much  of  the  work  on  show,  in  particular  some 
striking  designs  by  E.  McKnight  KaufFer  and 
Marion  Dorn.  The  exhibition  included  con- 
temporary illustrations  showing  the  designs  in 
their  original  room  settings  and  some  precious 
examples  lent  by  the  Wilton  Royal  Carpet 
Company. 

It  would  be  encouraging  if  this  interest  in 
British  design  were  to  continue  without  develop- 
ing into  yet  another  nostalgic  vogue  -  if  it  has  not 
already.  Perhaps  the  combined  forces  of  the  Open 
University  and  the  Decorative  Arts  Society  will 
ensure  that  British  architecture  and  design  of  the 
inter-war  years  will  be  integrated  more  satis- 
factorily into  a  European  context. 
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Old  Master 
Paintings  and  Drawings 

John  Martin 

Old  Master  Paintings 

Art  in  Europe  1830-1960 

Partnership  in  Style : 
Edgar  Wood  and  J.  Henry  Sellers 

Ruskin  Pottery  from  the 
Ferneyhongh  Collection 

Victorian  Jewellery 


Old  Master 

Paintings  and  Drawings 

3-31  October  1975 

Brod  Gallery, 

24  St.  James's  Street,  swi 

Reviewed  by  Philip  Constantinidi 

The  exhibition  at  the  Brod  Gallery  dips  into  a 
large  area  of  European  painting,  concentrating  to 
some  extent  on  the  Dutch  seventeenth  century 
without  aiming  to  give  a  detailed  view  of  a 
particular  school  or  period.  Lack  of  a  connecting 
theme,  however  tenuous,  is  something  of  a 
flaw  in  a  specially  mounted  exhibition  with  its 
own  catalogue.  Individually,  however,  many  of 
the  pictures  are  interesting  in  their  own  right  -  a 
few  with  provenances  stretching  back  into  the 
eighteenth  century  and  published  almost  as  long  - 
and  some  are  delightful.  Even  those  least  sym- 
pathetic to  still  lifes  of  flowers  and  fruit  would,  I 
imagine,  find  harmonious  elements  in  Ambrosius 
Bosschaert  the  Elder's  Bouquet  of  Flowers  in  a 
Wan-li  Vase,  with  its  strong  colours,  crisp  unfussy 
outlines  and  elegance  of  composition,  or  the  less 
formal  but  equally  balanced  Fruit  on  a  Pewter 
Plate,  by  Isaak  Soreau.  The  other  still  lifes  in  the 
exhibition  suffer  by  direct  comparison  with 
these  two.  Another  fine  small-scale  work,  though 
the  only  link  is  size,  is  the  portrait  of  Scbastien 
dc  Luxembourg  by  the  sixteenth-century  so- 
called  Maitre  de  Luxembourg  Martigues.  On  a 
larger  scale  there  are  paintings  by  three  important 
seventeenth-century  landscapists :  Jan  van  Goyen, 
Salomon  van  Ruisdael  and  Claude  Lorrain,  as 
well  as  eighteenth-century  contributions  from 
Canalctto  and  Hubert  Robert. 


1.  Isaak  Soreau,  (1604-aftcr  1638). 
Fruit  on  a  Pewter  Plate, 
33  X  47.6  cm. 
Brod  Gallery. 
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John  Martin 

30  October-21  November  1975 

Hazlitt,  Gooden  and  Fox, 

38  Bun-  Street,  swi 

Reviewed  by  Ronald  Parkinson 

,  The  past  year  or  so  has  seen  a  considerable  revival 
,  of  interest  in  and  esteem  for  the  work  of  John 
Martin,  one  of  the  most  extraordinary  artists  of 
the  nineteenth  century,  a  century  of  extra- 
ordinary artists.  The  Tate  Gallery  has  received  a 
bequest  from  the  late  Charlotte  Frank  (a  devotee 
of  Martin,  many  of  whose  paintings  are  in  the 
present  exhibition)  of  the  two  large  pictures 
which  complete  the  stupendous  trio  illustrating 
the  Last  Judgment;  two  books  on  Martin,  by 
Christopher  Johnstone  and  William  Feaver,  have 
been  published;  and  now  there  is  an  ambitious 
and  comprehensive  exhibition  of  his  work,  the 
first  in  London  since  1953. 

Martin  gives  us  so  many  insights  into  the 
Romantic  mind.  There  is  the  love  of  sheer  size: 
many  of  his  paintings  are  enormous,  like  Berlioz's 
orchestra  or  Wagner's  operas.  There  is  the  desire 
to  astound :  his  taste  in  Biblical  subjects  is  not  for 
The  Finding  of  Moses,  but  rather  for  Joshua 
commanding  the  sun  to  stand  still  or  The  destruction 
of  Sodom  and  Gomorrah.  He  turned  Belshazzar's 
Feast  into  an  epic  in  which,  one  contemporary 
noted,  the  writing  on  the  wall  was  to  be  a  mile 
long.  He  painted  the  desperate  adventures  of 
Byron,  such  as  'The  Giaour'  and  'Manfred'.  His 
painting  of  The  Bard  must  be  the  last  word  on  a 
subject  which  for  forty  years  had  attracted  artists 
who  admired  the  horror  of  the  sublime.  His 
Sadak  in  search  of  the  waters  of  oblivion  (unfortu- 
nately not  in  the  present  exhibition)  is  one  of  the 
most  compelling  images  of  the  hopeless  and  help- 
less strain  in  the  Romantic  predicament.  Solitude 
explores  the  Romantic  isolation  of  man,  or 
rather  Man,  in  Nature.  Even  on  the  much  smaller 
scale  of  a  watercolour,  Martin  was  able  to  depict 
vastness  and  convey  angst,  as  in  the  Manfred  on 
the  Jungfrau.  His  watercolour  of  the  Valley  of  the 
Tyne,  showing  a  couple  walking  their  dog,  also 
presents  an  immense  panorama,  sinister  and 
threatening. 

Although  there  is  undoubtedly  something 
theatrical  about  Martin's  designs  -  if  only  he  had 
been  there  to  design  Wagner's  Ring  cycle  -  they 
always  have  the  dramatic  atmosphere  of  natural 
disaster  rather  than  of  the  stage  set.  His  figures  arc 
usually  lifeless  and  ungainly,  however  much  they 
frantically  gesture  in  reaction  to  the  catastrophes 
around  them,  and  the  landscape  of  the 
Apocalypse  dominates  most  of  his  designs.  His 
sense  of  design  is  remarkable.  It  is  not  only  that  he 
could  arrange  areas  of  dazzling  brightness  against 
doom-laden  darkness  in  an  exciting  way. 
Sweeping  movements  in  two  and  three  dimen- 
sions, great  blocks  of  masonry,  rock,  cloud  and 
teeming  humanity,  and  daring  manipulation  of 
scale,  are  all  used  to  stunning  effect.  All  these 
effects  are  at  the  service  of  the  story  he  was  telling. 
For  Martin  was  above  all  a  superb  illustrator  of 
stories.  This  is  evident  in  the  marvellous  series  of 
prints  illustrating  Milton's  'Paradise  Lost'  and  the 
Bible.  Despite  their  small  size,  they  display  nearly 
all  of  Martin's  abilities,  except  that  as  a  colourist. 
They  often  perfectly  match  the  grandiloquence  of 
Milton's  verse. 


Old  Master  Paintings 

29  October-22  November  1975 
Lasson  Gallery, 
82-84  Jermyn  Street,  swi 
Reviewed  by  Paul  Goldman 

This  exhibition  presents  a  thoughtful  and 
judiciously  chosen  selection  of  works.  Perhaps  the 
most  immediately  impressive  painting  is  The 
Madonna  and  Child  with  St.  Joseph  by  Simon 
Vouet.  It  is  full  of  a  real  intensity  of  religious 
feeling  which  is  expressed  in  the  tenderness  and 
warmth  in  the  faces  of  the  parents.  The  Madonna 
is  shown  three-quarter  length,  suckling  a  lusty 
infant  which  she  holds  protectively  to  her.  She 
turns  her  simple,  peasant's  head  to  the  left  and 
gazes  into  the  distance  in  a  position  of  relaxation 
and  peace.  Close  to  her,  St.  Joseph's  bearded  face 
peers  at  the  child  with  concern  and  benevolence. 
The  composition  is  given  weight  and  solidity  by 
the  pillar  while  the  ruby  skin  of  the  baby  and  the 
more  luminous  complexion  of  the  Madonna 
contrasts  with  the  rich  red  of  the  gown.  The  trace 
of  a  blue  vein  in  the  mother's  forehead  reminds 
the  spectator  that  she  is  a  real  woman  and  not  an 
imaginary  ideal.  The  strength  of  the  picture  lies 
in  this  stress  on  the  reality  of  the  situation  which 
heightens  the  miracle  because  it  brings  it  within 
the  comprehension  of  ordinary  men  and  women. 

A  pair  of  tiny  drawings  in  bodycolour  on 
vellum  by  Abraham  Bloemaert  admirably 
display  the  artist's  draughtsmanship  and  particu- 
larly his  essentially  linear  technique.  Both  com- 
positions are  dominated  by  gnarled  trees  which 
lean  over  the  figures  of  resting  shepherds  with 
their  goats  and  dogs.  In  one,  a  shepherd  stretches 
himself  awake  and  rubs  the  sleep  from  his  eyes 
with  the  back  of  his  hand.  Bloemaert  shows  us  a 
brilliantly  observed  detail  of  human  activity  and 
with  his  tight  and  decisive  drawing  turns  a  simple 
pastoral  scene  into  poetry.  The  vellum  gives  an 
unusual  texture  and  finish  to  the  subdued  colours, 
from  which  highlights  of  bright  blue  on  a  hat  and 
a  pair  of  breeches  provide  relief.  Drawings  in  a 
sinular  style  by  Bloemaert  are  illustrated  in  'Die 
Niederlandischen  Maler  Des  17  Jarhunderts',  by 
Walther  Bemt:  Volume  1,  figs.  88-89. 


2.  Abraham  Bloemaert  (1564-1651). 
Peasant  Scene, 

bodycolour  on  vellum,  one  of  a  pair, 
20  X  28  cm. 
Lasson  Gallery. 

Portrait  of  a  Lady  by  Jan  Mytens  is  an  attractive 
painting  011  panel,  and  the  high  shaved  forehead 
of  the  subject  shows  how  this  fashion  had  con- 
tinued to  be  popular  in  Europe  since  the  earliest 
days  of  the  Renaissance  in  Italy.  An  oval  portrait 
study  by  Andrea  Vaccaro,  a  Neapolitan  artist  who 
was  influenced  first  by  Caravaggio  and  later  by 
Guido  Reni,  is  a  highly  idealised  portrayal  of  a 
young  girl.  Nevertheless,  it  is  drawn  with  real 
understanding  of  anatomy  which  is  particularly 
apparent  in  the  taut  muscles  of  the  neck. 

A  painting  tentatively  entitled,  The  Denial  of 
Christ,  by  Gerard  Seghers  is  an  acute  and  complex 
study  in  the  play  of  light.  The  group  nearest  the 
spectator  and  made  up  of  four  figures  is  illumined 
by  a  candle  and  coals  glowing  in  a  brazier.  Action 
and  conflict  express  themselves  in  gesticulations 
and  questioning  looks  while  the  overall  sombre 
colouring  of  clothes  and  surroundings  invest  the 
scene  with  a  mood  of  grave  import.  To  the  left  in 
a  deep  recess  of  the  long  timbered  room  a  group 
of  boors  gamble  and  chatter;  one  is  preparing  to 
fling  down  a  winning  card  and  his  features  are 
outlined  by  a  candle  which  he  obscures  with  his 
arm.  To  his  left,  two  mysterious  but  eloquent 
faces  look  down.  This  is  an  extremely  interesting 
work  but  since  its  subject  is  not  entirely  certain, 
interpretation  is,  of  necessity,  somewhat  guarded. 

A  School  of  Rubens  modcllo  demands  close 
attention  because  of  its  compositional  links  with 
completed  paintings  by  the  master  of  Christ 
carrying  the  Cross.  Some  fine  portraits  including  an 
unattributed  eighteenth-century  picture  of  a 
French  nobleman  should  not  be  missed.  In 
addition  there  are  small  genre  scenes  by  van 
Heemskerk  and  an  unusual  work  perhaps  by 
Cornelis  Bega  of  a  woman  leaning  on  a  bucket. 
These  are  just  two  of  a  group  of  smaller  pictures 
which  includes  paintings  by  Joost  van  Cleeve, 
Jan  Peeters  and  Rocca  all  worthy  of  attention. 
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Art  in  Europe  1 830-1960 

5-18  November  1975 

M.  Newman  Ltd., 

43 A  Duke  Street,  St.  James's,  swi 

Reviewed  by  Gail  Turner 

M.  Newman's  winter  exhibition  presents  a  wide 
range  of  subjects,  and  introduces  the  work  of 
several  little-known  European  artists.  Snow 
surrounds  the  ruins  of  the  Hcilerback  Abbey  at 
Seibeitgeburg  (1867)  by  Steverwaldt;  the  moon- 
light sheds  an  eerie  and  mysterious  glow  on  the 
deserted  abbey  and  graveyard  scene  which  is 
reminiscent  of  Caspar  David  Friedrich's  work 
over  thirty  years  earlier.  There  is  a  delightful 
narrative  painting,  The  Gipsy  Encampment  (1873) 
by  Volkers,  set  in  the  plains  of  Hungary.  The 
artist  evidently  delighted  in  costume  details  and 
bright  colours;  the  rooftops  of  the  distant  town 
glimpsed  through  a  gap  in  the  tents,  reveal 
particular  ability  and  sensitivity.  Another 
pleasing  composition  full  of  rich  colour  and 
skilled  draughtsmanship,  is  the  painting  of 
Moroccan  Musicians  by  Discart,  an  artist  known 
for  his  North  African  genre  scenes,  who  ex- 
hibited at  the  Paris  Salon. 

Two  conversation  pieces  stand  out  from  the 
others:  one  is  a  fine  painting  executed  with  a 
miniaturist's  skill  by  Hanza  called  The  Trysting 
Place,  the  other,  Threading  the  Needle,  is  a  darker 
painting  full  of  sombre  yet  warm  colouring  set 
in  an  interior.  In  it,  the  artist,  Duverber,  renders 
the  concentration  of  the  child  and  the  patient 
concern  of  the  old  woman  most  touchingly. 
Among  the  drawings  and  watercolours,  a  Birkett 
Foster  and  an  M.  Allingham  stand  out.  There  is 
an  unusual,  large  landscape  of  Murthly  Moss, 
Perthshire  by  Millais.  He  apparently  painted  the 
scene  from  a  hut  on  the  edge  of  the  sedgy  marshy 
terrain  that  he  depicted.  When  the  painting  was 
shown  in  the  exhibition  of  Millais'  work  in 
1898,  the  critic  wrote  that  it  was  a  painting  'full  of 
the  light  peculiar  to  the  Scottish  marshes,  and  full 
of  atmosphere  -  an  exquisitely  true  portrait  of  the 
scene  on  a  late  September  afternoon'. 

It  is  a  very  mixed  exhibition,  with  no  apparent 
theme,  spanning  more  than  a  century  and  various 
nationalities  with  its  paintings.  There  are  some 
pleasing  works,  and  many  are  of  a  high,  if  un- 
known, quality.  However,  Dame  Laura  Knight's 
three-quarter  length  female  nude,  striking 
though  she  is,  seems  rather  out  of  place  among 
Hungarian  gipsies,  Moroccan  musicians  and 
moonlit  abbeys. 


Partnership  in  Style: 

Edgar  Wood  and  J.  Henry  Sellers 

16  October-16  November  1975 
Manchester  City  Art  Gallery, 
Mosley  Street,  Manchester 
Described  by  Julian  Treuherz 

This  exhibition  adds  two  new  names  to  Pevsner's 
canon  of  'Pioneers  of  Modern  Design'.  Like 
Voysey,  Wood  (1860-1935)  and  Sellers  (1861- 
1954)  began  working  under  the  influence  of  the 
Arts  and  Crafts  movement.  Some  of  the  early 
work  in  the  show  has  an  affected  quaintness, 
hastily  shed  later  on  in  favour  of  simplicity.  Like 
Mackintosh,  the  two  worked  out  of  London 
(principally  in  Lancashire,  Yorkshire  and 
Cheshire)  and  were  interior  and  furniture 
designers  as  well  as  architects.  Indeed,  Wood  and 


3.  First  Church  of  Christ  Scientist,  Manchester, 
by  Edgar  Wood,  1903. 
Manchester  City  Art  Gallery. 

Sellers  called  themselves  artist-architects  to 
distinguish  themselves  from  ordinary  commercial 
architectural  firms.  Wood  was  an  accomplished 
artist  and  the  presentation  of  architecture  in  the 
exhibition  is  greatly  helped  by  his  delightful 
watercolour  perspectives  of  his  buildings.  Archi- 
tectural plans,  working  drawings,  furniture  and 
photographs  are  also  included. 

The  exhibition  starts  with  the  early  work  of 
Wood  on  his  own  and  though  the  artistry  is 
exciting,  the  style  -  domestic  revival  with 
touches  of  Art  Nouveau  -  is  unexciting.  Less  so, 
though,  is  Ins  theatrical,  almost  expressionist 
First  Church  of  Christ  Scientist,  Manchester, 
most  advanced  for  1903.  Drawings,  furniture  and 
fittings  from  this  church  form  a  section  of  the 
exhibition.  The  revelation  of  this  show  is  the 
work  of  the  partnership.  In  1904  Wood  met 
Sellers,  an  architect  who  had  worked  his  way  up 
from  a  humble  Oldham  background.  Out  of  this 
association  came  something  new  and  startling. 


The  two  designed  a  scries  of  bold  and  experi- 
mental buildings  using  flat  roofs  of  reinforced 
concrete  and  based  on  simple  geometric  forms, 
cubic  and  curved.  The  bulk  of  this  work  was 
done  before  the  First  World  War  and  still 
appears  a  little  stark,  though  it  was  a  mannered 
modernism,  humanised  by  using  traditional 
materials,  with  patterned  decoration  and  sensi- 
tively designed  gardens. 

Wood  was  a  great  traveller,  especially  in  North 
Africa  and  Italy.  There  is  a  group  of  pastels 
which  catch  the  shimmering  Mediterranean  light. 
This  exuberant  colour  sense  was  also  applied  to 
architecture  and  furniture.  Some  of  his  most 
splendid  and  unusual  pieces  are  decorated  with 
strange  zig-zag  Arabic  inspired  patterns,  fore- 
shadowing Art  Deco.  Less  outgoing,  but  no  less 
original,  was  Sellers,  who  brought  a  sense  of 
formality  and  symmetry  to  the  partnership.  His 
furniture,  never  before  exhibited  and  never  seen 
in  salerooms,  will  totally  alter  our  awareness  of 
Edwardian  design.  Less  jazzy  than  Wood's 
furniture,  less  folksy  than  Gimson's,  it  is  urbane 
and  discreet,  with  nicely  judged  goemetric  inlays 
and  veneers  of  rare  and  exotic  woods. 
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Raskin  Pottery  from  the 
Fcrneyhough  Collection 

9  October-2  November  1975 
Victoria  and  Albert  Museum, 
Exhibition  Road,  SW7 
Reviewed  by  Paul  Atterbury 

Apart  from  an  article  by  Ian  Bennett  published  in 
The  Connoisseur  in  1973,  little  attention  has  been 
paid  to  the  Ruskin  Pottery  of  W.  Howson Taylor. 
The  refusal  of  many  ceramic  historians  to  take 
seriously  or  even  acknowledge  anything  made 
after  1830  is  in  this  case  particularly  unjustified. 
During  his  lifetime  W.  Howson  Taylor  had  an 
international  reputation  that  stretched  as  far  as 
Japan  and  many  contemporary  critics  saw  the 
Ruskin  wares  as  one  of  the  highest  achievements 
of  English  ceramics. 

This  travelling  exhibition,  based  on  the  same 
collection  as  The  Connoisseur  article,  goes  some 
way  towards  correcting  the  deficit.  Howson 
Taylor,  the  product  of  a  Staffordshire  pottery 
background,  started  the  Ruskin  Pottery  at 
Smethwick  in  1898.  A  rare  combination  of  in- 
spired designer,  skilled  practical  potter,  glaze 
chemist  and  ceramic  technician,  he  produced 
wares  that  are  in  the  forefront  of  twentieth- 
century  studio  pottery.  His  great  interest  lay  in 
the  rediscovery  of  the  highly  fired  coloured 
glazes  of  China,  a  target  he  pursued  in  company 
with  other  experimental  studio  and  industrial 
potters  of  the  period,  such  as  Bernard  Moore  and 
Charles  Nokc.  Continual  experimentation  and  a 
concern  for  perfection  were  matched  by  a  willing- 
ness to  exploit  the  natural  accidents  of  the  kiln 
that  are  an  inevitable  part  of  high  temperature 
firing  and  they  resulted  in  beautiful  glaze  effects 
without  equal  in  Europe.  Many  Ruskin  pieces 
exceed  the  quality  of  the  Chinese  originals  on 
which  they  are  loosely  based. 

Awards  at  International  Exhibitions  soon  made 
the  Ruskin  Pottery  well  known  throughout  the 
world  and  this  fame  has  lasted  in  most  countries, 
with  the  exception  of  Britain.  Ruskin  wares 
belong  to  no  particular  style,  fashion  or  period 
and  so  it  is  not  surprising  to  find  that  there  was  a 
large  Ruskin  display  at  the  Paris  1925  Arts 
Decoratifs  show  whose  half-century  gives  the 
Victoria  and  Albert  exhibition  extra  significance. 
The  Ruskin  Pottery  closed  in  1933  and  Howson 
Taylor  died  two  years  later,  taking  with  him  to 
the  grave  all  the  glaze  and  firing  technology  he 
had  learnt  during  the  previous  forty  years;  this 
was  a  tragedy  for  ceramic  history,  for  it  meant 
that  many  of  his  most  spectacular  effects  could 
never  be  re-created. 

The  Fcrneyhough  Collection  has  not  been 
shown  in  public  before.  As  it  contains  many  fine 
pieces  that  came  directly  from  Howson  Taylor 
himself,  it  includes  some  of  the  most  exciting 
Ruskin  Pottery  in  existence.  All  types  arc  repre- 
sented, the  flambes,  lustres,  souffles,  as  well  as  the 
matt  and  crystalline  glazes  of  the  1930s.  These 
effects  are  seen  on  tableware  and  ornamental 
pieces,  buttons  and  items  of  jewellery.  In  this 
exhibition  there  is  convincing  proof  that  Western 
potters  can  occasionally  achieve  the  quality  that 
is  commonly  accepted  as  the  prerogative  of  the 
East. 
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Victorian  Jewellery 

11-28  November  1975 
The  Fine  Art  Society, 
14S  New  Bond  Street,  wi 
Reviewed  by  Philippe  Garner 

The  Fine  Art  Society  has  assembled  a  collection  of 
Victorian  Jewellery  for  an  exhibition  in  their 
own  galleries  this  month,  subsequently  to  be  re- 
assembled for  exhibition  within  the  setting  of 
the  Adelaide  Festival  in  March  of  next  year.  In 
their  work  of  gathering,  and  in  certain  instances 
of  rediscovering  the  exhibits  the  Fine  Art  Society 
has  been  assisted  by  the  expertise  of  Charlotte 
Gere  whose  two  books,  'Victorian  Jewellery 
Design'  (1972)  and  'American  and  European 
Jewellery'  (1975),  are  the  best  reference  works  on 
a  subject  that  has  so  far  almost  escaped  scholarly 
attention. 

The  exhibition  offers  not  only  a  good  cross- 
section  of  jewels,  but  also  a  microcosmic  view  of 
the  evolution  and  diversity  of  the  tastes  of  the 
Victorian  era.  Those  pioneer  scholars  of  Victorian 
art,  Charles  and  Lavinia  Handley-Read,  were  the 
first  to  emphasise  the  importance  of  certain 
jewellers  whose  work  is  represented  in  this  exhi- 
bition, notably  John  Paul  Cooper  and  Henry 
Burges.  Curiously  enough,  the  chapter  headings 
to  the  Royal  Academy  exhibition  of  the  Handley- 
Rcad  collection,  Victorian  and  Edwardian  Decor- 
ative Art,  can  serve  most  effectively  to  define  the 
contents  of  this  present  exhibition.  They  are  as 
follows  -  The  Early  Victorian  Period;  The 
Gothic;  Commercial  Tours  de  Force:  Renais- 
sance and  Eclectic  Influences;  The  Art  Move- 
ment; The  Arts  and  Crafts  Movement;  The 
Twentieth  Century. 

The  most  exciting  areas  of  the  exhibition  arc 
those  representative  of  the  Commercial  Tours  de 
Force,  the  Art  Movement  and  the  Arts  and  Crafts 
Movement.  An  important  contributory  factor  to 
the  richness  and  diversity  of  Victorian  jewellery 
in  the  second  half  of  the  nineteenth  century  was 
the  growing  importance  and  regularity  of  large- 
scale  international  exhibitions,  for  which  the 
Great  Exhibition  of  1851  set  the  precedent.  Here 
English  craftsmen  were  able  to  compare  their 
own  achievements  with  those  of  continental 
craftsmen  and  found  a  fund  of  ideas,  as  well  as  an 
incentive,  to  improve  the  quality  of  their  work, 
for  in  many  cases  the  achievements  of  French  or 
Italian  craftsmanship  showed  British  efforts  in  a 
poor  light,  and,  in  fact,  throughout  the  Victorian 
age  many  of  the  finest  quality  jewels  available  in 
England  were  from  the  workshops  of  Italian 
designers.  Fortunafo  Pio  Castcllani  contributed 
to  the  revival  of  the  art  of  enamelling  in  his 
Renaissance  style  pieces;  the  technique  was 
brought  to  an  extraordinary  degree  of  technical 
perfection  by  another  Italian,  Carlo  Giuliano, 
who,  sponsored  by  Robert  Phillips,  established 
himself  in  London  at  115  Piccadilly.  Both  jewel- 
lers are  represented  in  the  exhibition  and  repre- 
sent the  finest  achievements  in  the  category  of 
Commercial  Tours  de  Force.  Their  obvious  love 
of  the  vitreous  nmtiirc  anticipates  the  passion  for 
enamels  that  Rene  Lalique  was  to  push  to  its 
limits  at  the  turn  of  the  century. 

During  the  high  Victorian  era  revivalism  was 
the  chief  motivation  in  design.  We  find  Gothic 
and  Mediaeval  revival  pieces,  others  in  a  Victorian 
version  of  the  Renaissance  and  many  in  the  'arch- 
aeological' style,  based  on  Etruscan  or  other 
ancient  models.  Perhaps  Victoria  had  herself  un- 
wittingly provoked  the  trend  towards  retrospec- 


tion with  her  coronation  jewels,  sketched  by 
Messrs.  Rundell,  Bridge  and  Company  in  the 
taste  of  the  court  of  Charles  n.  Museums  and  gal- 
leries were  scoured  for  ideas.  The  pendant  illus- 
trated, in  gold,  coral  and  enamel,  was  made  by 
Carlo  Doria  for  Robert  Phillips  and  is  mentioned 
in  'The  Art  of  Beauty'  of  1878.  Mrs.  Hawei^ 
writing  about  this  piece,  says  that  'Under  the 
direction  of  Messrs.  Phillips,  the  most  perfect 
models  are  sought  for  the  ornaments  they  furnish. 
Museums  and  Picture  Galleries  are  ransacked  for 
devices  of  necklaces,  earrings  or  pendants.  I  here 
observed  an  elegant  cross  copied  from  a  picture 
by  Quentin  Matsys  in  the  National  Gallery  . . .'. 

The  Art  Movement  is  represented  in  the  exhi- 
bition most  notably,  perhaps,  by  pieces  reflecting 
the  strong  taste  for  all  things  Japanese  that  was 
such  an  important  element  of  the  movement. 
There  aie  delicate  Japanese  fans  reproduced  in 
precious  metals  as  miniature  brooches  or  pen- 
dants, other  pieces  borrow  the  purity  of  Japanese 
graphics  in  their  design,  while  further  pieces  show 
that  oriental  metalwork  techniques  such  as 
mokume  were  also  absorbed  into  the  repertoire  of 
English  craftsmen. 

The  major  individual  exhibit  is  of  the  work  of 
John  Paul  Cooper  and  characterises  the  Arts  and 
Crafts  Movement.  The  theme  of  die  movement 
was  a  return  to  the  lost  traditions  of  mediaeval 
craft,  a  folksy  'cottage  industry'  ideal  that  all-too- 
often  was  an  excuse  for  coarse  workmanship. 
Cooper  however  was  a  gifted  and  inventive 
artisan  and  the  Fine  Art  Society  shows  patinated 
coppcrwork,  carved  and  decorated  wood  boxes 
and  other  items  as  well  as  jewels. 

And  so  to  the  final  chapter,  The  Twentieth 
Century,  and  once  again  one  is  forced  to  admire 
the  purity  of  the  jewellery  made  for  Liberty  and 
Company.  Despite  the  Celtic  allusions,  here  are 
clean  lines  and  cool  contrasts  of  materials  that 
herald  an  age  of  essential  simplicity  in  jewellery 
design. 


4.  Pendant  of  gold,  coral  and  enamel 
made  by  Carlo  1  )<  >ria, 
Fine  Art  Society. 


SOME  NOVEMBER 
CONTRIBUTORS 

Malcolm  Smart  Can 
is  at  Messrs.  Hancocks, 
London. 

Anna  Somen  Cocks 
is  Assistant  Keeper, 
Department  of 
Mctakvork,  Victoria 
and  Albert  Museum. 

Sir  John  Figgess 
is  a  Director  of 
Christie's,  London. 

Geoffrey  Mnnn 

is  at  Messrs.  Wartski, 

London. 

D.  G.  C.  Allan 
is  Curator  Librarian 
to  the  Royal  Society 
of  Arts,  London. 


The  Connoisseur 
in  Dccember 


NOVEMBER  COVER 

Double  brooch 
(or  breast  ornament) 
in  gold,  set  with 
rubies,  moonstones, 
chrysophrases  and 
black  pearl  (abalone 
shell?),  1908. 
Fine  Art  Society, 
148  New  Bond  Street, 
Wi. 


Nottingham  Ale  Mugs 

Adrian  Oswald 

The  brown  stoneware  mugs  made  at  Nottingham  from 
c.  1  710  to  1740  have  never  been  studied  in  detail.  At  least  eight 
dated  examples  bctw  een  1 720  and  1727  are  known,  and  Adrian 
Oswald  discusses  the  originality  and  variety  of  the  patterns  used 

A  late  fifteenth  century  Italian  Sword 

A.  R.  E.  North 

A  sword  recently  offered  for  sale  as  'a  Moroccan  sword  of 
mediaeval  date'  is  reassigned  by  Mr.  North,  on  the  basis  of 
comparisons  with  other  weapons,  to  North  Italy  or  Venice 
of  the  late  fifteenth  century. 

Three-legged  Turned  Chairs 

Richard  D.  Ryder 

Richard  Ryder  has  made  a  remarkable  collection  of  early 
furniture,  much  of  which  is  now  on  display  at  Gawthorpc  Hall, 
Lancashire.  In  the  first  of  two  articles  he  describes  the  strange 
three-legged  chairs,  compares  them  with  other  extant 
examples  and  suggests  points  of  similarity  with  early 
Nordic  furniture. 

The  Rebuilding  of  Rennes  in  the  Eighteenth  Century 

Classical  Urban  Design  in  France 
R.J.  P.  Kain 

In  France  the  early  years  of  the  eighteenth  century  marked  a 
new  beginning  for  urban  design,  with  concentration  on  the 
modernisation  and  embellishment  of  existing  cities  rather 
than  the  creation  of  new  towns. 

The  Edmund  Berrie  Godfrey  Tankards 

Roger  Lushington 

Of  the  engraved  silver  tankards  and  flagons  which  Sir  Edmund 
Berrie  Godfrey,  a  London  magistrate,  presented  to  his 
friends  to  celebrate  his  public-spirited  activities  during  the 
Great  Plague  and  the  Fire  of  London  all  but  one  of  the  known 
examples  are  dated  1765/76.  Marking  the  tercentenary  of  the 
tankards,  Roger  Lushington  speculates  as  to  their  origin, 
locates  the  recorded  examples,  and  describes  the  career  of  the 
donor,  who  was  apparently  strangled  in  1678,  a  few  weeks 
after  Titus  Oates  had  sworn  the  details  of  the  Popish  Plot  to  him 

Mediaeval  Chandeliers  in  Britain  and  their  Symbolism 

M.  Q.  Smith 

The  mediaeval  chandeliers  of  Britain  have  been  neglected, 
though  Post-Reformation  examples  have  attracted  much 
attention.  Mr.  Smith  suggests  that  the  few  surviving  mediaeval 
chandeliers  in  British  churches,  some  of  them  enclosing 
statuettes  of  the  Virgin,  'ought  to  be  valued  for  their 
symbolism  and  iconographic  content  as  well  as  their 
craftsmanship'. 

Late  Renaissance  Jewellery 

Joanna  de  Freitas 

The  opening  up  of  vast  new  sources  of  gold,  silver  and 
precious  stones  in  the  sixteenth  century  gave  jewellers  an 
opportunity  to  produce  work  of  great  richness  and 
elaboration.  Joanna  de  Freitas  examines  a  number  of  important 
and  characteristic  jewels  from  this  era,  with  particular 
reference  to  the  work  of  Erasmus  Hornick. 


SHOWCASE 


Heffernan 
&  Jones 

Antique  and  Modern  Silver. 

22  Crown  Passage,  St.  James's 
London  SW1  Y  6PP    01  -930  6003 


An  Art  Deco  figure  by  Harold 
Stabler.  London  1933.  Overall 
height:  235  ".  Weight  of  figure: 
1  68  ozs.  Mounted  on  a  purbeck 
marble  base. 


A  fine  George  I  covered  jug  engraved  with  a 
contemporary  coat  of  arms.  London  1714  by 
Joseph  Ward.  Wt.  30I  ozs.  Ht.  10  ins. 


H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  SWiX  8JU  01-235  2978 


ISLAMIC  ART 

Collector  wishes 
to  purchase  works 
of  highest  quality 
P.O.  Box  No.  8733 


EDWARD 
SPEELMAN  LTD 

Old  Masters 

LMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


Cotmotesleur  Antiques 

(Peter  and  Queenie  Kauffman) 
59  Ship  Street  (First  Floor).  Brighton. 
Sussex  BN1  1AE.  Tel.  Brighton  29190 


Wc  hold  one  of  the  most  comprehensive  collect- 
ions of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quiries are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


George  II  1740  Pitcher  Cream  Jug  on 
Spreading  foot  Weight  3  oz.  s  dwt 
Height  3  J".  Maker  Dinah  Gamon. 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH  Bournemouth  24289 


Exhibition  of 
Twentieth  Century  British  Painting 


Including  works  by 

Duncan  Grant 
Maxwell  Armfield 
Sir  George  Clausen 
Sir  Alfred  East 
James  Paterson 


3  November  to  1  December,  1975 

Pelter/Sands 


FinePaintings 


V 

The  Gallery,  19  The  Mail.  Clifton.  Bristol  BS8  4JG.  Telephone  Bristol  (0272)  311830. 
Normal  hours:  10am  to  5pm.  Or  by  appointment. 


The  Connoisseur 


Register  Advertisements 


FOR  SALE 

WAX  CARVINGS  WANTED:  Portraits,  scenics,  anatomicals  in 
natural  or  coloured  wax.  Statues,  reliefs,  moulds,  studies  or  models  of 
any  subject  in  wax.  Blair,  2243  Ashland  Avenue,  Toledo,  Ohio,  43620, 
U.S.A. 


COLLECTOR  wishes  to  purchase  Islamic  Art  of  highest  quality.  Please 
reply  Box  No.  8732. 


ARTISTS  FOR  VIETNAM  :  Exhibition  and  Sale  of  Paintings,  graphics, 
sculpture,  pottery  and  jewellery.  Many  well-known  artists  including 
Alfred  Cohen,  Alfred  Daniels,  Patrick  Procktor,  Fred  Uhlman,  Hampstead 
Old  Town  Hall,  Haverstock  Hill,  N.W.3.  Opening  night  Friday  November 
14th.  (7  p.m.)  Saturday  15th.  10  am.  -  6  p.m.  Sunday  16th.  10  a.m.  - 
6  p.m.  Auction  3  p.m. 


Connoisseur  magazines  for  sale,  commencing  September  1901  complete 
to  December  1  903.  Offers  please  to  Box.  No.  8731 . 


MISCELLANEOUS 

SWITZERLAND,  Germany,  Hungary,  Austria,  Netherlands;  buying 
all  engraved  topographic  views,  aquarells,  maps  and  old  illustrated 
books.  Dr.  Deer,  D  61  -  Darmstadt- Arheilgen,  Kornweg  2. 


"YORK  SILVER  1475-1858".  Concise  history  by  acknowledged 
expert.  Only  publication  devoted  to  antique  York  silverware.  60 
excellent  photographs  (including  earliest  known  pieces:  rare  marks) 
LEE  COLLECTION  on  loan  Undercroft,  York  Minster.  £1.25  posted, 
(abroad  £1.55)  from  author,  William  Lee,  Severus  Avenue,  Co.  York. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £1.15  each  (plus  5^p  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London  , 
S.W.18.  j 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied  to 
professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air), 
$6.00  surface  mail.  Canada  $8.40  (air),  $6.00  surface  mail.  Price  par 
can  UK  £1.90,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
1 0%  overall  discount  on  six  or  more  cans. 

'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 

Register  advertisements  are  20p  per  word  minimum  €3.00  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SW1V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


Norman  Adams  Ltd. 

S-io  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-5S9  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bury  Street,  St.  James's,  London  swi 

Tel:  01-930  24.44 

English  and  Continental  Porcelain 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608 

Fine  antique furniture,  clocks  and  silver; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  igth  Century 

Bentley  &  Co. 

65  New  Bond  Street,  London  wi  Y  9DF 
Tel:  01-629  0650/1325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
oj  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver  Jewellery,  Bronzes,  Ohjcts  d'Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel :  01-629  401 8/3  397 

Chinese  Ceramics  and  Works  of  Art, 
Islamic  Pottery 

Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

1 1  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London  wi 
Tel:  01-437  0986 

Watercolours ,  Drawings,  Oil  Paintings , 
British  School  1  gth  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  swi 
Tel:  01-584  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Fernandes  &  Marche 

17  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5116 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Dratrings  and 
Sculpture 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th-igth  century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496.  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
1 8th  and  1  gth  centuries 


Galerie  George 

96-98  George  Street,  London  wih  5RI 
Tel:  01-935  3322 

1 8th  and  1  gth  century  fine  English  and  Continental 
paintings,  Large  selection  at  competitive  trade  prices 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wi  Y  9AB 
Tel:  01-629  2008/9 

Works  oj  Art  and  Fine  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  wi 

Tel:  01-493  2488,  Cables:  Gimpelfils,  London 

Contemporary  Paintings  and  Sculpture 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  w  1 ,  Tel :  01-493  7997 

18th  and  igth  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  nwi 
Tel:  01-267  2767  and  01-485  1504 

Specialists  in  1 8th  and  early  1  gth  Century  English 
Furniture,  and  works  of  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  -7J4 

Antique  jewellery  and  silver,  Sheffield  Plate 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  oj  the  Barbizon  School 

Heim  Gallery 

59  Jermyn  Street,  St.  James's,  London  swi 

Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2NY.  Tel:  01-499  301 1 
Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennellsfrom  1737 

Herner  Wengraf 

67-68  Jermyn  Street,  St.  James's 
London  swiy  6ny.  Tel:  01-930  1864 
Cables:  OLDGAL  London  swi 
Fine  Old  Masters  and  1  gth  Century  Paintings 

Edwin  H.  Herzog 

49  Brook  Street,  London  wi 
Tel :  01-629  5460 

Fine  18th  Century  English  furniture 
and  Works  of  Art 


Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplaces  and  Grates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  18th  and  19th 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 
Tel:  01-242  7624 
and  at  John  Dalton  House 
I  4  John  Dalton  Street,  Manchester  M2  6jp 
Tel :  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  iewellcry 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
I   Tel:  01-629  5600  and  499  6266 

I    Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 
furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi, 
Tel:  01-629  2250 

I   Specialists  in  Fine  19th  and  20th 

i    Century  Paintings,  Drawings  and  Bronzes 


Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

iSth  to  20th  Century  Watercolours  and  Drawings 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

Fine  Paintings  from  the  lath  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 
18th  and  19th  Century  English  Paintings, 
drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  4202 

Ancient  Art 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  W 1 
Tel:  01-723  6595 
Member  of  B. A. D. A. 

Specialist  in  fine  English  a)itique  Porcelain, 
Pottery,  Dclftwarc  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3 hf 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 
Contemporary  Graphics  and  Multiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 

Tel:  01-930  8665 

English  and  European  Paintings 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  w  1 
Tel:  01-493  7567 
Old  Master  Paintings 

Hugh  Moss  Ltd. 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-499  5625  and  492  1835/6/7 

Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  furniture,  bronzes  and 
snuff  bottles 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th  and  19th  Century  English  and  French 
watercolours  and  drawings 


J.  B.  Nuncio 

Tel:  01-5840362 (evenings) 

View  by  appointment 

17th  and  1 8th  Century  Antiques  and  Paintings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  for  four  generations.  Also  oj  Harrogate 

Omcll  Galleries 

22  Bury  Street,  St.  James's,  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 
Omell  Galleries 

40  Albemarle  Street,  Piccadilly,  London  w  1 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery 

2  Albemarle  Street,  London  wi 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barrett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  from  Tibet,  Nepal  and  India 

Marjorie  Parr  Gallery 

285  Kings  Road,  London  SW3 
Tel:  01-352  0768 

20th  Century  Paintings,  Sculpture  and  Pottery 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  W 1 
European  works  of  art 

Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  of  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  SW3  5EN 
Tel:  01-352  3088 

18th  and  early  19th  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art. 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


j 


Polak  (in  assn  Mandell's  Gallery) 

21  King  Street,  St.  James's,  London  swi 

Fine  Paintings  of  the  English  and  Continental 
Schools  oj  the  igth  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
"Tel:  01-352  7268 

1 8th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

1 8th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 

Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  London  w  1 
Tel:  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 
William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  1165 

18th  Century  Continental  furniture 
and  works  of  art 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1971 

Fine  European  Arms  and  Armour 
Islamic  Arms  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 

igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:  811618 

17th- igth  century  Dutch  and  English  paintings 
and  tvatcrcolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

5  New  Bond  Street,  London  w  1 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

igth  Century  Impressionists  and  Contemporary 
animal  sculpture.  Wildlife  and  sporting  paintings 

Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 

Ancient  Art 


Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  and  125  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1785/1784/5270 

Fine  English  Furniture  and  work  oj  art  of  the 
1  jth  and  1 8th  Centuries 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wi,  Tel:  01-629  J4^6 

Specialists  in  Fine  Regency  Furniture 

The  Textile  Gallery 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-629  3651 

Oriental  and  central  Asian  rugs  and  textiles 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235.  Telex:  916151 

Antique  Paperweights  also  glass  from 

17th-  igth  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  w  1 
Tel:  01-499  8228 

also  15  Ship  Stiect,  Brighton,  Sussex 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  w  1 
Tel:  01-493  516' 
Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Betty  &  Vera  Vandekar 

20  Motcomb  Street,  London  swi 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
pottery,  furniture  and  works  of  Art 

Earl  D.  Vandekar 

138  Brompton  Road,  London  s W3 
Tel:  01-589  8481/3398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Wartski 

15  Grafton  Street,  London  wi 
Tel:  01-493  1141-2-3 

Fine  stock  of  Antique  Jewellery ,  Silver, 
Snuff  Boxes,  Russian  Porcelain  and  other  items 
Also  the  joremost  specialists  in  Faberge 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.Witchingham  572 

Dutch  and  English  paintings  from 

17th- igth  Century.  Norwich  School  and 

Dutch  Romantic  Masters  » 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  w  1 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wi 
Tel:  01-493  5751 

Fine  traditional  paintings  from  the  igth  &  ioth 
Centuries  always  on  view. 

W.  H.  Wilson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6ql 

Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


The  Victorian  era— through  the  lens  of  the  most 
illustrious  photographer  of  her  time 


M 


atc h less  portraits 
of  Tennyson,  Brown- 
ing, William  Holman  Hunt 
and  many  other  leading 
writers  and  painters  of  the 
day  highlight  this  sumptu- 
ous album.  The  first  publi- 
cation of  the  famous 
collection  auctioned  last 
year  in  London  for  a  record 
£40,000! 

Most  of  these  evocative 
period  pieces  and  sensitive 
camera  studies  were  made  by  Julia  Margaret 
Cameron — now  recognized  as  one  of  the  greatest 
photographers  who  ever  lived.  The  collection  is 
beautifully  augmented  with  a  remarkable  group 
of  pictures  by  Lewis  Carroll  and  other  gifted 


members  of  the  Cameron  circle.  50  of  the  119 
photographs  in  this  volume  have  never  been 
displayed  before. 

Lord  David  Cecil,  world-renowned  expert  on 
the  Victorian  era,  has  written  the  introduction. 
Graham  Ovenden,  Britain's  leading  authority 
on  the  history  of  photography,  comments  on 
each  picture. 

"Remarkably  authentic  reproductions. ..a 
beautiful,  nostalgic  achievement." 

— Jacob  Deschin,  former  Photography 
Editor  of  The  New  York  Times 

9W  x  127/s".  Regular  Edition,  buckram,  $49.50 
until  12/31/75;  $60.00  thereafter.  Deluxe  Edi- 
tion— limited  to  150  signed  and  individually 
numbered  copies — gold-stamped,  quarter- 
leather-bound,  $200. 


A  VICTORIAN  ALBUM 

by  Julia  Margaret  Cameron  and  Her  Circle 
Introduction  by  Lord  David  Cecil.  Edited  by  Graham  Ovenden 

■  Please  enclose  full  payment  with  order  (including  N.Y.  sales  tax  if  applicable).  Credit  cards  accepted;  send  all 
information  that  appears  in  raised  letters  on  your  card,  and  your  signature.  Return  book  within  10  days  if  not 
delighted — full  refund  guaranteed.  To  order  or  request  brochure,  write  Dept.  CF 
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AUGSBURGER  KUNST— AUKTIONSHAUS  PETZOLD  OHG. 

Auction  of  fine  antiques,  paintings  &  graphics,  objets  d'art,  books  and  photographica 
Dec.  2  &  3,  1975.  Including  fine  English  and  Continental  furniture,  paintings  by 
Muller,  Constable  School  (view  of  Greenwich),  Unterberger  (view  of  Naples),  etc. 
Blackwells  Herbarium  6  vols,  and  other  books.  A  good  collection  of  cameras. 

Illustrated  catalogue  in  preparation. 
Maximilianstrasse  53  8900  Augsburg  Tel:  33724 

Germany 's  most  beautiful  auction  rooms  in  the  Fugger  House. 


STANHOPE 
SHE  I.  TON 
PICTURES 

U 


III 


OLD  MASTER 
DRA  WINGS  (and 
English  watercolours) 

Write  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
1P7  7JB,  England 


c 

Jjg  BRITISH  ANTIQUE 
1^5  EXPORTERS  Ltd. 

Georgian,  Victorian  and  Edwardian  Furniture 

SHOWROOMS  AND  CONTAINER  DEPOT 
NEW  ROAD  INDUSTRIAL  ESTATE,  NEWHAVEN,  SUSSEX 
TEL:  NEWHAVEN  (07912)  5561 


CHINESE   ^j^m^^^^  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys. 

40  Great  Russell  Street,  London,  W.C.1 

(01-580  7538) 


Printed  in  Great  Britain  by  Stevens  Press  Ltd.,  Long  Eaton  (a  member  of  the  O.xley  Printing  Group  Ltd.).  Agents  in  Canada,  The  Win.  Dawson  Subscription  Service,  Ltd.  Sole 
agents  for  Australia  and  New  Zealand,  Gordon  &  Gotch  (Australasia)  Ltd.;  agents  for  South  Africa,  Central  News  Agency  Ltd.  (London  Agents,  Gordon  &  Goch  Ltd.),  Higgin- 
botham  &  Co.  in  Bombay  and  Calcutta. 

Conditions  of  Sale  and  Supply — This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  qj  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  of  by  way  of  Trade  except  at  the  full  retail  price  of  £1.00:  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otherwise  disposed  of  in  a  mutilated 
condition  or  in  any  unauthorized  cover  by  way  of  Trade;  or  affixed  to  or  as  part  of  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 
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Grand  Sonerie  Clock 


§  igned  Peacock 
Tiffany  Lamp 


^Important  Works  of  Art  by  Carl  Fa  ben 

orAntlvkm 


Antiques  —  Objects  of  Art 


521  Sutter  Street 
San  Francisco,  Ca. 
(415)  362-0717 


Saratoga  -  Los  Gatos  Rd. 
Saratoga.  Ca. 
(40S)  867-4630 


fearge  Selection  of  [nro,  Netsuke  and  Quality  Oriental  Ai 


winner  Clock 


ylimual  §ale 


Two  entire  weeks  of 
savings  up  to  60'  < 
All  items  will  be 
drastically  reduced 
in  our  three  stores 
for  this  once  a 
year  event. 


January 
10th  through  24th 


fA  rt  Deco  Sculpture  Signed  Lemo 
1  5  Inches  Tall 


'A  rt  Deco  Sculpture  Signed  Chip:i| 
16'i  Inches  Tall 


mmmm 


An  Important  Pair  of  English  Late  1 8th  Century  Glass  Candelabra 
the  Bine  Glass  Bases  with  Gilded  decoration  and 
line  Ormolu  Mounts.  28"  high. 


merican  enquiries 
ay  be  made  to  :- 
Kpckefeller  Plaza,  New  York 
el:  (Area  Code  a  12)  489-6600 


49  BROOK  STREET,  LONDON,  W.r. 

Telephone:  oi-Gsg  5460    Telex:  2614.82 
Cables :  Hertique,  London,  II'./. 


Adjacent  to  the  Ballroom  entrance 
1 'I  ( llaridge's  Hotel 

Also  open  Saturdays  !>>'  appointment 
10  a.m. -4. 30  p.m. 


Oil  on  canvas 
24^  x  20i  inches 


Signed  and  dated  1790 


JEAN-FRANCOIS  ELIAERTS 
1761-1848 


JOHN  MITCHELL  &  SON 


8  NEW  BOND 
LONDON  WiY  9PI 
Telephone:  01-493  7567 
Cables:  Jonmit,  Londot 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MART 

MALLETT 

MALLETT  &  SON  ( ANTIQUES)  LTD  ,  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE:  01.199  741 1  (S  lines) 
TELEX :  2$6i)Z  CABLES:  MALLETSON  LONDON  WiY  OBS 
and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iL] 
Also  Malletl  &  Son  (  America)  Ltd.,  P.O.  Box  396,  New  York  10028, 


Telephone:  87690.13,  Telex:  62580 


1 


f 


An  important  early  18th  century  Chinese  coromandel  screen  with  very  fine  decoration  on  both  sides, 
on  a  prune  coloured  ground.  Height:  9'  1"  Width  of  each  panel:  I'  8" 


am  klassischen  und  modernen  Geschehen  der  bildenden  Kunst  interessiert  ist. 
liest  die  in  ihrer  Art  einzige  europaische  Kunstzeitschrift 


Hervorragende  Beitrage,  ge- 
paart  mit  meisterhaft  wie- 
dergegebenen  Illustrationen, 
stempeln  manches  Heft  sehr 
schnell  zum  antiquarischen 
Suchobjekt. 

Ein  Abonnement  eignet  sich  auch 
vorziiglich  als  Geschenk  fur  kunst- 
liebende  Freunde. 


Der  Abonnementspreis  fur  12  Hefte 
betragt 

Schweiz  Fr.  70.-     Ausland  Fr.  85.- 

Verlangen  Sie  gratis  ein  Probeheft. 
Wir  senden  es  Ihnen  franko  und  un- 
verbindlich  zu.  (Postkarte  geniigt) 

«du»-Verlag, 
Conzett  +  Huber  AG 
Postfach  CH-8048  ZUrich 


Einige  Beispiele  aus  der  diesjahrigen  Produktion 


(erscheint  monatlich,  auf  Wunsch  mit  englischem  Resume  ohne  Mehrpreis) 


The  Antique  Porcelain  Company 

The  Antique  Company  of  New  York,  Inc. 
Works  oj  Art 


The  Antique  Porcelain  Co.  Ltd. 

149  New  Bond  St.,  London  WiY  oHY 

Tel:  01-629  I254 


48  East  57th  Street, 
New  York  N.Y.  10022 
Tel:  212-758  2363 


The  Antique  Porcelain  Co.  AG 
Central  2,  Postfach  8021  Zurich 
 Tel:  (01)  34  13  44 


An  impression  of  some  of  the  Doris  Lindner  horse  models  from  the  Royal  Worcester  range  of  Limited  Edition  ceramic  sculptures 


THE  FINEST  OF  PORCELAIN  AND  BONE  CHINA 
Cookware  Tableware 
Giftware    Rich  Ornamental  Ware 
and 

LIMITED  EDITIONS  OF 
Ceramic  Sculptures    Bronze  Sculptures    Fine  Art  Prints 


WORCESTER  ROYAL  PORCELAIN'  COMPANY  LIMITED,  WORCESTER  HOUSE.  6  &  7  NEW  BOND  STREET.  LONDON.  WIY  OAR,  ENGLAND. 
WORCESTER  ROYAL  PORCELAIN  COMPANY  LIMITED,  ROYAL  PORCELAIN  WORKS.  WORCESTER.  WRI  2NE,  ENGLAND. 
ROYAL  WORCESTER  PORCELAIN  CO.,  INC.,  1 1  EAST  26TH  ST.,  NEW  YORK.  N  Y.  10010,  U  S  A. 
WORCESTER  ROYAL  PORCELAIN  COMPANY  (CANADA)  LIMITED,  I  THORNCLIH  E  PARK  DRI\  L,  TORONTO.  ONTARIO,  M4H  IG9,  CANADA. 


JEREMY  LTD. 

255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  Cables:  JEREMIQUE,  LONDON,  S.W.3 

01-352  3127 

OPEN  ALL  DAY  SATURDAY 
Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


Last  quarter  1 8th.  Century. 

A  remarkable  Louis  XVI  period  regulation  clock. 
Literature.  "Clocks"  by  Simon  Fleet.  Page  44  Plate  64 

Height:  84"  2rn  14cms.   Width:  21 "  52cms.    Depth:  13"  33cms. 


An  Important  collection  of  Faberge  objects  on  display  from  Dec.  1st  1975 


Illustrated:  Table  clock  by  Michael  Perchin;  miniature  of  Catherine  the  Great 
in  frame  by  August  Holmstrom;  miniature  frame  by  August  Frederick  Hollming; 
miniature  frame  (Tsar  Nicholas  II)  Moscow,  by  "Imperial  Order",  mentioned 
by  Kondakov;  nephrite  cigarette  case  by  Michael  Perchin;  candlestick,  one 

of  a  pair,  by  Feodor  Afanassieff ;  scent  flask  by  Hjalmar  av  Armfelt  ( ?) ; 
vodka  cup  by  Wilhelm  Reimer;  oval  miniature  frame  by  August  Holmstrom; 
parasol  handle  by  Michael  Perchin;  oval  tray  by  August 
Frederick  Hollming;  snuff  box  by  Hendrik  Wigstrom. 
Also  on  display  a  small  collection  of  fine  1  7th  and  1 8th  century  Russian  ikons. 

HOURS:  Weekdays  1.30  to  5.30  p.m.       Oriental  Works  of  Art  and  Paintings 
Saturdays  1  0  a.m.  to  6  p.m.        Japanese  Woodcut  Prints 

Antiquities,  European  Antiques 


THE  HUNDRED  ANTIQUES 

640-642  Church  Street.  Toronto  M4Y  2G3.  Canada. 
Telephone:  416-924  3627  Cables:  Pokutor 


T.  CROWTHER  &  SON  LTD 

Telephone:     282  NORTH  END  ROAD     Cable  Address: 
01-385  1375/7     FULHAM,  LONDON  SW6     Antiquity  London 
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/i/z  English  Mid-18th  Century  Raised  and  Fielded 
Pine  Panelled  Room  complete  with  finely  carved  Pine 
Chimneypiece,  Cornice,  Skirting  and  Chair  rail. 

Dimensions: 
20  ft  x  18  ft-  10  ft  High. 


SEND  NOW  for  this  SUPERB 
Connoisseur's  Diary  &  Appointments  Book 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
three  hundred  applications  can  be  accepted.  Bound  in 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matc  hing  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refills.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  cadi  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  arc  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques,  Sovereigns  of  England. 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 


The  Diary  and  Appointments  Book  is  sent  to  you  in  a 
spei  ially  designed  matching  protective  container  and  only 
the  first  three  hundred  applications  can  be  accepted. 
Overall  size  10"  x  1\"  Price  £12  (including  VAT  UK 
only).  $29.00  to  U.S.A.  Refills  only.  £4.00  (including 
VAT  UK  only).  $9.60  to  USA. 


Postage  and  Packing 
per  Diary  U.K.  50p 
Europe  £2.25 
U.S.A.  $5.75 
Far  East  and 
Australia  £3.00 


Postage  and  Packing 
per  Refill   U.K.  £0.20 
U.S.A.  $3.50 
Elsewhere  £1.00 


ORDER  FORM  VAT  No.  238  3874  23 

TO:  The  Connoisseur  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1976.  Amount  

Mr/Mrs/Miss  

If  required,  please  state  initials   2nd  Copy   3rd  Copy  

Address  


If  you  do  not  wish  to  use  the  coupon,  simply  write  to  the  address  above. 


RICHARD  GREEN 

Fine  Paintings  x^"'<  J^W        36  Dover  Street 

n  i  '*  *4'       London  W1X4JQ 

V^v^-/'       ~   *        01-493  7997 

Daily  9.30-6.00 
Saturdays  10.00-12.30 


Christmas  Exhibition  27  November -23  December 

Paintings  under  £2,000 


Signed  and  dated  1  847 
Henriette  Ronner  (1  821  -1  909)  Panel :  i  2  x  1  6  inches 

Kittens 

Signed  and  dated  '94 
Panel :  8J  x  10J  inches 


* 


William  Shayer  Snr.  (1  788-1  879) 
Unloading  the  catch 
Signed  and  dated  1  852 
Panel :  9  x  1  2  inches 


Heywood  Hardy  (1843-1933) 
Cantering  on  the  sands 
Signed  and  dated  1899 
Canvas : 1 1 \  x  1  3J inches 

Illustrated  catalogue  available  on  request. 
Price  50  pence  including  postage. 


Some  smaller  pieces 
in  silver  and  silver  gilt  from 
the  Garrard  collection 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN, 
GOLDSMITHS  4  CROWN  JEWELLERS, 
GARRARD  Sl  CO  LTD  ,  LONDON 


GAR  RAR  D 


The  Crown  Jewellers 


1 12  REGENT  STREET  LONDON  WlA  2JJ  TELEPHONE:  01-734  7020 


MM.  LALOUX-DESSAIN 

BRUSSELS 


BRUSSELS  1000 
26  boulevard  de  Waterloo 
Phone:513.56.06-513.55.08 

PARIS 

c/o  AVELINE  &Cie. 
20  rue  du  Cirque 
Phone:  266.60.29 


PREVIOUSLY: 
1 15  avenue  Louise 
1050  Brussels 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

^  LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


Buying  or  selling 

for  peace  of  mind 

trust  the  B.  A.D.  A. 

The  Association  has  some  500  members  scattered  across 
the  country  Each  is  chosen  for  knowledge  of  his  subject  and 
straightforward  dealing  methods. 

Approach  members  of 

the  British  Antique  Dealers  Association  with  confidence. 
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ONZES  AND 
RIOSITIES 


J.  KUGEL 


279,  RUE  SAIM  -HONORE, 

75008  PARIS 

TEL:  260.86.23  &  260.19. 45 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BOXES 


Two  important  Louis  XIV  bronzes  by  Coysevox  "d'apres  I'Antique" 
on  their  original  Boulle  stand.  Height:  43  cm.  Base  38  x  23  cm. 


'5 


WILLIAM  WALTER  ANTIQUES  LIMITED 

PAUL  STORR 


Very  fine  Three  piece  Tea  Service  comprising  a  circular  Tea  Pot,  Sugar 
Basin  and  Cream  Jug  each  with  elongated  gadroon  feet  and  rims 
with  Serpent  Handles,  the  grip  of  the  Tea  Pot  being  Ivory. 

Date:  1810-11  Weight:  64  ozs. 


LONDON  SILVER  VAULTS    •    CHANCERY  LANE    •    LONDON    •    VVC2A  1QS 

Telephone  01-242  3248  9    Telegrams  WALTER  STRONGROOMS  London  WC2A  1QS 


EXHIBITION  ON  ANIMALS  IN  THE  ANTIQUITY 
5  DECEMBER  -  5  JANUARY 

ARCHAEOLOGY 
EGYPT-  GREECE  -  ROME 

24,  RUE  DE  SEINE,  75006  PARIS.  TEL.  (1)  326.91.31 
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The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
AT2  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 


DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 


PREMIER  PROPERTIES 

Internationally  known  for  best  quality  properties 

Villa  Corner,  Province  of  Treviso,  Italy 

A  superb  Palladian  style  villa  for  sale 


The  property,  a  National  Monument,  is  located  about  40  minutes'  drive  from 
Venice  and  the  university  city  of  Padua,  and  about  20  minutes  from  Robert 
Browning's  favourite  town  of  Asolo. 

Originally  built  in  the  16th.  Century,  Villa  Corner  has  recently  been  completely 
refurbished  by  the  eminent  architect,  the  Marquis  G.  B.  Guerreri-Gonzaga,  and  can 
now  offer  a  variety  of  potential  uses  apart  from  that  of  a  private  residence.  Amongst 
the  most  interesting  are  a  private  club  (as  it  is  near  golf  courses)  and  an  executive 
training  or  research  centre  for  large,  multinational  companies.  The  clear,  pollution- 
free  air  makes  it  ideal  for  a  health  farm  or  institution,  whereas  it  could  also  be  used 
by  a  religious  group  for  educational  facilities  or  as  a  centre  for  group  studies. 
Neither  can  we  eliminate  the  possibility  of  it  being  turned  into  a  small,  elite  hotel  of 
international  standards.  Existing  facilities  and  approved  plans  can  be  developed  to 
accommodate  in  excess  of  100 persons  plus  the  necessary  staff. 
The  interior  has  been  redesigned  and  decorated  to  modern  standards  of  comfort 
and  convenience,  providing  several  elegant  suites  of  reception  room,  bedroom  and 
bathroom.  The  kitchen  areas  are  fitted  with  every  modern  appliance  and  amply 
provide  the  facilities  for  catering  for  a  large  number  of  guests.  There  is  central  air 
conditioning  and  heating  throughout  and  the  whole  property  has  been  recently 
rewired,  with  an  electronic  security  system  installed. 

Part  of  the  adjoining  Barchesa  has  been  skilfully  converted  to  provide  five  modern, 
self-contained  flats  and  seven  separate  bedrooms.  Plans  have  been  approved  to 
provide  another  dozen  or  so  flats. 

The  swimming  pool  complex,  with  its  own  enclosed  terrace,  includes  an  indoor 
whirlpool,  sauna,  dressing  rooms  and  a  magnificent  outdoor  pool.  There  are  also 
catering  facilities  for  pool-side  entertaining,  and  there  is  an  en-tout-cas  tennis 
court  nearby. 

The  property  covers  31  hectares  (approximately  75  acres)  with  plentiful  water 
supply,  of  which  8  hectares  are  under  producing  vineyards  and  21  hectares  under 
cultivated  farmland.  There  is  a  large,  temperature  controlled  wine  cellar  and  a 
small  dairy.  All  this  helps  to  make  the  Villa  Corner  generally  self-supporting. 
Offered  at  $2,200,000  US.  Co/our  brochure  available  on  request. 

By  maintaining  a  standard  of  excellence  and  by  accepting  the  responsibility  thereof 
Premier  Properties  provides  a  complete  service  for  vendors,  buyers  and  agents  in  the 
fine  property  field  in  almost  any  part  of  the  world. 

PREMIER  PROPERTIES 

30A  Sackville  Street     Corso  Venezia  2A     4060  Viersen  1  23320 
London  W.I  20121  Milano         Konigsallee  49  Saint- Vaury 

Tel.  01-439  9577/8      Italy  Postfach  100  460  France 

Tel.  798746  West  Germany  Tel.  (55)  802436 

Tel.  15533 

Estate  agents  are  entitled  to  full  local  commission  on  all  Premier  Properties  listings. 
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JOHN  F  PETO 

1854-1907 
The  Old  Violin 

Oil  on  canvas,  16'A"  x  liVi" 
Signed:  J.  F.  Peto 


Berry-Hill  Galleries 

743  Fifth  Avenue,  New  York,  N.Y.  10022 
(212)  753-8130  Gables  BERRYHILL  NEW  YORK 


ESTABLISHED  1865 
14  Grafton  Street, 
London  W.i. 
Telephones:  493  1141/2/3 


A  GROUP  OF 
OBJECTS  BY  , 
CARL  FABERGE 
showing  his  use  of 
natural  stone. 
Photographed  under 
life  size.  Actual  height 
of  labourer  4^  ins. 


TO  THOSE  ABOUT  TO  SELL  When  you  sell  to  us,  the  sum  we  offer  is  the  actual  amount  you  receive  without  any  deduction  whatsoever, 
whereas  some  of  our  auction  houses  are  now,  in  effect,  taking  18.18%  from  you  the  seller  in  addition  to  their  usual  incidental  charges. 
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by  Appemlmtnt 
frH.M.  Qu,t*  lltubtth 


H*  Appoinlmtnt 
toJl.M.  Own  Eli&kU  IS 
Jtwtlttrt 


By  Appoint wtnt 
ft  tht  taU  Qiutn  Maty 


ESTABLISHED 
1865 


TELEPHONES: 
493-1 141-2-3 


14  Grafton  Street,  London  W.I. 


lis  sumptuous  tour-de-force  of  the  enameller's  craft  was 
signed  by  Carl  Faberge  to  celebrate  the  Declaration  of 
llgarian  Independence  on  October  5th  1908  for  Ferdinand, 
10  was  proclaimed  Tsar  on  that  day. 

The  box  is  carried  out  in  golds  of  colour  with  chased  matt 
Id  mounts.  The  miniature  portrait  of  the  Monarch  on  the 
ver,  signed  by  Zehngraf,  is  set  within  a  frame  of  brilliant 
amonds  surmounted  by  the  Bulgarian  Crown  and  fleur 
lys  motifs  are  repeated  at  the  four  corners.  The  portrait 
applied  to  a  sunburst  panel  of  translucent  enamel  repre- 
nting  a  cloth  of  gold  within  an  elaborate  border  of 
alescent  oyster  enamel  with  boldly  chased  gold  scrolling 
>ral  strapwork. 
The  sides  of  the  box  are  enamelled  with  the  same  oyster, 

livened  by  the  moire  guillochage  below  and  when  moved  a  hint  of  flame  glints  beneath  the  surface. 

Fully  signed  and  bearing  the  initials  of  the  Chief  Workmaster  Henrik  Wigstrbm,  and  the  goldmark  72  (the  equivalent 
our  i8cts)  usually  stamped  on  Royal  items.  Fitted  in  the  original  case  surmounted  by  the  Crown.  3. ft      2ft     i  ft  inches. 


ABERGE  and  the  TSAR  of  BULGARIA 

1  late  H.  C.  Bainbridge,  Faberge's  London  Manager,  has  reported  in  his  book  "Twice  Seven"  (1933),  a  conversation  with 
dinand,  popularly  known  as  Foxy  Ferdie.  "My  dear  Monsieur  Faberge,  I  wish  you  were  in  Bulgaria,  I  should  make  you 

my  Minister"  and  the  reply,  "No,  no  Your  Majesty,  not 
politics,  I  beg  of  you,  of  such  things  I  am  ignorant  -  but 
Minister  of  the  Goldsmith's  Art,  why  yes  Sire,  if  you  will 


The  latest  edition  of  "The  Art  of  Carl 
Faberge"  by  A.  Kenneth  Snowman  (Faber 
,£17.50)  has  been  reprinted  and  is  now 
available  in  Book  Shops  and  at  14,  Grafton 
Street. 


An  Exhibition  of 

Paintings  and  recent  Watercolours 

FRED  BEDDINGTON 

11th  -  23rd  December  1975 
Weekdays  10  -  5.30  Saturdays  10-12 

WILDENSTEIN 

147  NEW  BOND  STREET,  LONDON  Wl 


41  EAST  57th  8T.,  NEW  YORK.  N.  Y.  10022 
(212)  PL.  3-2166 
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16th-century  oak  box,  carved  with  religious  symbols  in  Gothic 
lettering  and  with  original  ironwork.  Width  21 1  ins..  Depth  1 0f  ins.. 
Height  ins. 


Early  16th-century  oak  stool  of  Gothic  plank  construction, 
illustrated  in  Macquoid's  "Age  of  Oak",  p.  70,  Fig  60A  when  in 
the  possession  of  J.  Seymour  Lucas,  Esq.,  and  in  Tipping's 
"English  Homes"  Period  1,  Vol.  11,  p.  175,  Fig  253  when  in  the 
collection  of  Sir  Edward  Barry  of  Ockwells  Manor,  Berkshire. 
Width  241  jns.,  Depth  1  2i  ins.,  Height  18  ins. 


WILLIAM  H.  STOKES 

COLD  OVERTON  HALL,  OAKHAM,  RUTLAND.  TELEPHONE:  SOMERBY  (0664  77)  302 

W.  H.  Stokes  P.  W.  Bontoft 

Member  of  The  British  Antique  Dealers'  Association 


16th-century  oak  coffer  with  linenfold  panels  and  an  extremely  rare  Renaissance  centre  panel  depicting  a  jester  surrounded  by  Gothic 

leaves.  Width  49^  ins..  Depth  22  ins.,  Height  28^  ins. 
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Please  telephone  (212)  369-843 J, 
after  January  15th 
for  an  appointment  to  see  our  collection  of 

American  folk  art  and  furniture, 
which  will  be  on  view  in  New  York  City. 


I  have  a  very  large  and  wonderful  selection  of 
American  hooked  rugs  of  various  sizes  including 
f  geometries,  flowers,  animals,  and  landscapes.  It  is 
worth  an  appointment  for  those  interested  in  this 
area  of  folk  craft. 


BETTY  STERLING  I 

BRAINSTORM    FAR  1  ANTIQUES 


PETH  ROAD.  RANDOLPH,  VERMONT  05060 
By  mail  only  until  January  15,  1976 
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BY  APPOINTMENT 
TO  HER  MAJESTY  THE  OUE1N 
i.OlDSMUHS.  SILVERSMITHS,  ft  JEl/VELURS 
ASPREY  ft  COMPANY  LTD    I ONDON 


BY  APPOINTMENT  TO 
H.M.  QUEEN  ELIZABETH  THE  QUEEN  MOTHER 
JEWELLERS 
ASPREY  ft  COMPANY  LTD.  LONDON 


Pair  of  early  George  III  silver  wine 

coolers  made  in  London  in  1766  by  Thomas  Heming. 

Weight  1  22  ounces. 

Engraved  on  both  sides  with  the  arms 
of  the  Earl  of  Thanet. 


EXHIBITION 

Rare  Carriage  Clocks 

Wed.  November  26th  to  Wed.  December  1 7th 
Weekdays  9  a.m.  -  5.30  p.m. 
Saturdays  9  a.m.  -  1  p.m. 


ASPREY  &  COMPANY  LIMITED.  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street.  London  W.1 
Telegrams:  Culleus  London  Telex:  251 10 


T.  G.  BAYNE  LTD. 

THE  OAK  AND  WALNUT  SHOP 


An  Extremely  Good  Charles  II  Period  Oak  Dresser  with  four  drawers  with  applied  moulded 
fronts,  standing  on  two  turned  legs  at  the  front  and  plain  legs  to  the  back  united  by  a  stretcher, 
of  good  medium  colour  and  with  an  excellent  patina.  Circa  1660.  H.  2'  f>\"  L.  8'  0"  D.  1'  7", 
shown  with  a  pair  of  late  18th  Century  Brass  Candlesticks. 


Tel:  01-723  6466- 


98  CRAWFORD  STREET 
-LONDON,  W1H  IAN— Cables:  OAKWAL,  LONDON  wi 


L.  M.  CORNWALL 


A  Fine  Quality  George  III  Period  Plum  Pudding  Mahogany 
Veneered  Bureau  Bookcase,  having  a  nicely  fitted  interior  with 
polished  writing  surface,  of  good  medium  colour  and  with  an 
excellent  patina.  Circa  1760.  L  3'  3]"  H.  9'  2"  to  the  top  of  the 
cartouche.  D.  1'  11",  shown  with  two  from  a  set  of  four  chairs  of 
the  same  period. 


101  Crawford  Street,  London,  W1H  IAN 

Cables:  MAROSAT  London  Wl.  Tel:  01-262  2509 
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Changing  the  Guard,  St.  James's  Palace 
RICHARD  CATON  WOODVILLE  (signed) 
Canvas:  26  x  40  ins.  (66  x  102  cms.) 
Framed:  32  x  46  ins.  (81  x  117  cms.) 


M.  NEWMAN  LTD.  43a  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 

Members  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 
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DELOMOSNE  AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  fine  pair  of  Chelsea  candlestick  Figures, 
the  man  with  clarionet,  the  girl  with 
an  apron  of  flowers.  Factory  marks  in 
gold,  circa  1765.  Height:  11  inches. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON 
LONDON  W.8 

TELEPHONE  01-937  1804 
CABLEGRAMS: 
DELOMOSNE  LONDON  W.8 


ARTHUR  BRETT 
&  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd 
ESTABLISHED  1870 


Fine  solid  Walnut  Lowboy 
in  original  condition, 
William  and  Mary  period.  C.1690. 
Height  27".   Width  29".   Depth  19" 


42  SAINT  GILES, 
NORWICH  NOR  16E,  ENGLAND 
Telephone:  0603  28171 

Saturday  by  appointment 


2S    The  Connoisseur,  December,  197s 


The  Last  Avanti. 

December  31,  1963.  In  South  Bend,  Indiana,  the  last  shift  at  Studebaker's 
Avanti  assembly  plant  was  preparing  to  shut  down. 

It  was  New  Year's  Eve  It  was  also  the  end  of  a  production  run.  The  very  end. 

As  the  last  Avanti,  Serial  #5643,  was  ushered  down  the  line,  workers 
gave  her  a  pat  or  a  good-bye  look  before  wrapping  it  up  for  the  year. 

When  it  reached  the  last  man  in  line,  he  added  one  special  touch  that  no 
other  Avanti  had  ever  received  before. 

A  note: 

"12/31/63 

This  1 964  Model  Avanti  was  the  last  one  built  in  South  Bend,  lnd. 
Serial  #5643       Body  #3902       Line  7 1 7 
W.KBennetSr.4739 
Happy  New  Year'' 

Mr.  Bennett  tucked  his  message  into  an  envelope,  penned  with  a  flourish 
and  red  ink  "To  Whom  it  may  Concern"  on  the  front  and  slipped  it  under  the 
mat  in  the  trunk 

It  marked  the  end  of  an  era.  And  the  beginning  of  the  legend  and  the 
cult  of  the  Avanti. 

Today,  this  unique  milestone  car  is  again  available  for  purchase  at  $100,000. 

Remarkably  preserved,  it  is  museum  quality.  A  superb  example  of  the  only 
car  of  its  kind  in  the  world. 

Driven  less  than  6,500  miles,  The  Last  Avanti  still  represents  one  of  the 
most  perfect  examples  of  Raymond  Loewy  design  and  innovative  automotive 
engineering. 

For  a  set  of  photographs,  certification  of  authenticity  and  a  photocopy 
of  the  original  window  sticker,  send  $5.00  to  Joseph  Erdelac,  1 65 1 5  Lorain  Avenue, 
Cleveland,  Ohio  44111. 

Please  note  that  purchase  price  includes  delivery  via  enclosed  van 
anywhere  in  continental  United  States  and  original  owner's  service  manual, 
brochures  and  correspondence 
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BRONZES  BY  S.B.  CLARK 

Noted  Contemporary  Animal  Sculptor 

Pere  David's  Deer  1975 
Limited  Edition  of  Twenty-five 
12K2"  high  by  I6K2"  $1800 


Horse  1974 

Limited  Edition  of  Twenty -five 
16"  high  by  18"  $1800 


Colonial  Arms,  Antiques  and  Works  of  Art 

429  York  Road,  New  Hope,  Pennsylvania  18938  (215)  862-2366 


Collectors'  guide  to  Lambeth  art  wares 

<27t£>  ^boufton  £amfed Wares 

Desmond  Eyles  ^^^MHEES99NMNI 


Art  ceramics  produced  at  the  Doulton 
Pottery  in  Lambeth  in  the  nineteenth 
and  early  twentieth  centuries  offer  a 
fascinating  and  still  relatively  accessible 
field  for  collecting  pottery  of  unusual 
artistic,  technical  and  historical  interest. 
This  book,  devoted  exclusively  to 
Lambeth  art  wares,  includes  illustrations 
of  over  420  examples  of  these  magnificent 
wares,  many  in  full  colour.  A  comprehen- 
sive list  of  artists  and  assistants  is 
provided,  with  monograms  and 
identifying  marks,  as  well  as  a  section  on 
trade-marks,  back  stamps  and  other  aids  to 
dating.  There  is  a  special  chapter  on 
commemorative  wares. 

11"  x  8/2"   lllus.  48  pp  colour,  56  pp  b/w 


£12.50  Hutchinson 
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OF    MOUNT  STREET  LTD 


}LY  FURNITURE  11/11  111/1  TELEPHONE:  01-499  2858 

AL  AND  EUROPEAN  X^/ X  X  X  X  A  CABLES:  BARGRO  LONDON  W1 

/ORKS  OF  ART 
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112  MOUNT  STREET  LONDON  W1Y  5HE 


"In  Toronto" 
Fine  paintings  by 
recorded  artists 


"Country  Life" 
J.  F.  Herring,  Jr. 
1815-1  907 
Canvas  size  -  29  x  39"  -  74  x  99  cm. 
Outside  frame  -  36  x  46"  -  91  x  1 1 7  cm. 


Including  works  by: 

Berne  Bellecour,  F.  M.  Bennett,  F.  A.  Bridgman,  Arnesby  Brown,  R.A., 
Rosa  Bonheur,  Edgar  Bundy,  A.R.A.,  J.  B.  Burgess,  A.  de  Breanski, 
D.  Y.  Cameron,  Ivan  Choultse,  J.  van  Chelminski,  Vincent  Clare, 
Montague  Dawson,  H.  C.  Delpy,  E.  Detaille,  Dietz  Edzard,  Suzanne 
Eisendieck,  Rudolph  Ernst,  Frederick  Goodall,  R.A.,  Paul  Grolleron, 
Leon  L.  Hermite,  J.  J.  Henner,  J.  F.  Herring  Jr.,  Joseph  Highmore, 
Bernard  de  Hoog,  A.  Hulk,  W.  Lee  Hankey,  J.  S.  H.  Kever,  W.  Calcott 
Knell,  Aston  Knight,  Dame  Laura  Knight,  Ridgeway  Knight, 
L.  Lassalle,  Sir  John  Lavery,  R.A.,  B.  W.  Leader,  Franz  von  Lenbach, 
Han  van  Meegeren,  J.  C.  Meissonier,  Franz  Moormans,  Wm. 
J.  Muller,  Allan  Ramsay,  Antonio  Reyna,  Lucio  Rossi,  Ferdinand 
Roybet,  W.  Denby  Sadler,  G.  Seignac,  Wm.  Shayer  Sr.,  F.  W.  Watts, 
G.  F.  Watts,  Felix  Ziem  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  921-3522 
Area  Code:  41  6 


A  superb  Georgian 
mahogany  breakfront-bookcase 
of  a  small  scale  with  secretaire  drawer, 
England,  circa  1 785. 
Height  92",  width  69y2", 
depth  17y2",  depth  (middle)  22y2". 


MS 


waKeiiei(K>cearce 
Galleries 

HISTORIC  SCIENCE  HILL 
SHELBYVILLE,  KENTUCKY  40065 
Telephone  502  633-4382 
Member  of 

the  Art  and  Antique  Dealers  League  of  America,  Inc. 

Direct  Importers  of  British  Antique  Furniture, 
Silver,  Old  Sheffield  and  Decorative  Accessories 
Write  for  new  illustrated  catalogue,  S  2 


mm 


Si 


y////y 


j2   The  Connoisseur,  December,  1975 


BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  HIS  LATE  MAJESTY  KING  GUSTAF  VI  OF  SWEDEN 


BLUETT  &  SONS  ltd. 

Oriental  WotU  of  &rt 


'Famille  noire'  cup  and  saucer  decorated  with  'flowers  of  the  four  seasons'  in  yellow,  aubergine  and  green  enamels  on 
a  lustrous  black  ground,  a  'cracked  ice'  border  in  green  around  the  mouth.  K'ang-hsi  period  A.D.  1662-1722 

Height  of  cup:  2\  inches:  diameter  of  saucer:  5j  inches. 

The  range  of  terms  used  for  convenience  in  discussing  Chinese  porcelain  comprises  some  that  are  precise  and  some  that  give  a 
loose  description  to  a  group  of  objects  of  similar  decoration  or  of  similar  production.  Thus,  'blanc  de  Chine'  serves  adequately 
to  describe  objects  made  of  one  of  the  finest  forms  of  clay,  highly  malleable  and  producing  a  fine  natural  white  as  a  property  of  the 
clay's  chemistry.  Its  terminological  opposite  in  our  spectrum  of  description  must  be  "famille  noire',  a  term  grouping  objects  which 
in  the  realm  of  patterns  and  technique  have  close  affinities  with  "famille  jaune'  and  "famille  \erte' 

This  serves  as  a  description  of  a  group  of  porcelains,  so-named  by  a  French  sinologist  in  the  mid-1 9th  century,  but  whose 
earliest  recorded  appearance  is  in  the  Elector  of  Saxony's  collection  at  Dresden,  formed  between  1694  and  1733.  The  small  cup 
and  saucer  in  our  illustration  rely  for  their  effect  upon  a  mat  brownish-black  applied  to  the  biscuit  surface  and  overlaid  with  a 
translucent  green  enamel,  giving  it  at  once  a  sheen  and  an  iridescence  standing  starkly  against  the  pure  enamel  colours  of  yellow, 
aubergine,  and  green.  The  green  itself  is  a  continuation  of  the  same  wash  which  overlaid  the  black  background  colour.  The  design, 
the  flowers  of  the  four  seasons,  a  favourite  device  in  'jaune',  'verte'  and  "noire'  enamelling,  includes  the  ubiquitous  prunus,  a 
feature  of  so  many  of  the  decorated  porcelains  of  the  K'ang-hsi  period. 


Member  of  The  British  Antique  Dealers'  Association 

48  Davies  Street,  London  —  wiy  ild 

Telegrams:  "Chineceram,  London.  W.l"  Telephone:  01-629  4018  &  3397 


HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 


59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  SW1Y  6LX 


Tel:  01-493  0688 


Cables:  Heimga),  London,  SW1Y  6LX 


Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


In  Brttton  Street 

Algernon 
Asprey 


A  good  George  III  mahogany 

bow  fronted  sideboard  of 

elegant  proportions  and 

excellent  colour.  Circa  1785. 

Length  6' 

Height  36" 

Width  at  centre  29" 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.  TEL :  01  -629  2608.  CABLES :  ALGYASPREY  LDN  TELEX :  21 142 
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comprehensive  book  about 
dolls' clothes  ever  likely 
to  be  published. 


Dorothy  S.,  Elizabeth  A.,  and  Evelyn  J.  Coleman,  authors  of  The 
Collector's  Encyclopedia  of  Dolls,  have  just  completed  their  long- 
awaited  companion  volume.  Packed  with  more  than  1 ,000  illustra- 
tions in  color  and  blqck  and  white,  this  magnificent  book  is  a  must 
for  dressing  dolls  in  authentic  costumes,  for  identifying  original 
clothes,  for  dating  unmarked  dolls,  for  recognizing  functional 
changes  in  fashion,  for  discovering  fascinating  clues  to 
man's  social  and  economic  history—  and  simply  for  enjoy- 
ing the  beauty  and  charm  of  these  marvelous  costumes 
in  miniature,  for  their  own  sake.  What's  more,  patterns 
for  more  than  400  garments  are  included  to  enable  you 
to  reproduce  authentic  outfits  from  every  period.  Just  as 
a  doll  without  its  proper  clothes  is  incomplete,  the 
doll  collector's  library  is  incomplete  without  THE 
COLLECTOR'S  BOOK  OF  DOLLS'  CLOTHES. 


?5 


Pianoforte  made  by  BURGASSER  &  CO.  of  Paris  in  1885  with  matching 
"ANGELUS"  pianola  attachment  of  the  same  date  by  WILCOX  OF 
CONNECTICUT.  To  the  best  of  our  knowledge  the  only  existing  one  of  its  kind. 
These  instruments  are  in  mint  condition  with  rolls  included  and  present  a 
rare  opportunity  to  purchase  a  very  fine  combination  at  a  reasonable  price. 

Details  from  I,  D.  S.  Williams,  Hook  Norton,  Banbury,  Oxfordshire,  England. 

TeJ.  No.  Hook  Norton  409. 


The  Connoisseur  Calendar  for  1976 


A  free-staftding  Calendar  consisting  of  12  beautiful  colour 
illustrations  from  The  Connoisseur — one  per  month  - 
contained  in  an  elegant  crimson  and  gold  skivertex  frame 
adaptable  for  a  single  standard  size  photograph  (10  inches 
x  8  inches)  and  adjustable  for  travelling.  Overall  size 
1  [|  inches  x  o.J  inches  ^4.00  ($10.00)  including  postage 
and  packing,  and  V.A.T.  (U.K.  only). 


ORDER  FORM 


V.A.T.  No.  238  3874  23 


To  The  Connoisseur,  CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 
(Reg.  Office)  Reg.  No.  1  1295.S  England. 

Please  send  me  Copies  of  The  Connoisseur  Calendar 

for  1976  including  postage  and  packing,  and  V.A.T. 


Amount 


Mr. /Mrs. /Miss 
Address 


J. 


i6    rhe  Connoisseur.  December.  197s 


S>.  MARCHANT 
&  Son 

CHINESE  and  JAPANESE  Works  of  Art 


One  of  a  very  fine  pair  of 
Chinese  cloisonne  pricket  candlesticks. 
1  5J"  high,  excluding  stand. 
Ch'ien  Lung.  1736-1795. 


120  KENSINGTON  C  !iJRCH  STREET 
LONDON,  W8  4BH. 

CABLE:  MARCHANSON  LONDON  W8    TEL:  01-229  5319 


NEW  YORK'S  ORIGINAL  ANTIQUES  CENTER 

•  where  collectors  and  dealers  shop  for  a  vast  and  varied 

choice  of  interesting  items 

•  where  modest  overhead  makes  realistic  prices  possible 

•  where  knowledgeable  dealers  specialize  in  popular 

collecting  categories 

•  where  spacious,  gracious  quarters  make  antique 

shopping  truly  a  pleasure 

415  East  53rd  Street,  New  York,  N.Y.  10022 
between  Sutton  Place  and  First  Ave. 

(212)  486-0941 

Hours:  Tues.-Sat.  10:30-5:30;  Sun.  12-6 
Closed  Mondays  Admission  Free 


(A  PARTNERSHIP) 

Antiques  and  Works  of  Art 


Charlotte  GORHAM,  wife  of  Henry  William  EATON,  1st 
Baron  Cheylesmore,  prominent  China  silk  trader  and  horse 
racer.  Daughter  of  Thomas  Leader  HARMAN  of  New 
Orleans,  Louisiana.  Married  1839.  Died  1877. 
Oil  on  canvas.  Unsigned.  34  3/4"  x  27  3/4". 

736  Seventeenth  Avenue  Southwest  Calgary 
Alberta,  Canada  T2S  OB7 
Telephone  269-3560  Area  code  403 
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Member  British  Antique  Dealers  Association 


Fine  Eighteenth  and  Early  Nineteenth 
Century  Furniture  and  Works  of  Art 

67-70  CHALK  FARM  ROAD    LONDON  NWi 
01-485  1504  01-267  2767 


Two  from  a  set  of  eight 
George  II  dining  room  chairs  in 
the  manner  of  Thomas  Chippendale ,  executed 
in  fine  mellow  chestnut  and  with  original  patina. 
Ca.  1750. 


A. 


4» 


FOR  THOSE  WITH  SENSE  AND 
SENSIBILITY  TO  COLLECT 
THE  DELICATE,  BEAUTIFUL 
AND  RARE 

The  exclusive  and  limited  commemorative  edition 


*&»rajfa  ■■■■■  \v 

**  •»?-     w 1  • 


S7>.VKNTON  HECt^; 


-  yifr/ ///<// 

Enamelled  on  copper,  decorated  in  deep  pink  with  charcoal 
lettering,  the  box  is  done  in  the  painstaking  and  time  honored 
Battersea  1 8th  century  tradition  -  a  tradition  continued  in  the  20th 
century  by  the  famed  Bilston  enamcllcrs  in  Staffordshire,  England. 

Inside  the  box  is  a  portrait  of  Jane  Austen  and  a  quote  from 
her  famous  novel,  Sense  and  Sensibility. 

A  superb  example  in  the  style  of  the  "exquisite  trifles" 
that  delighted  Georgian  society. 

Artist:  Matthew  Wright.  Born  in  London,  1945.  A  noted  craftsman 
and  painter,  he  has  had  several  one  man  shows  and  received 
numerous  private  commissions. 

Edition  of  500. 

$100.00,  plus  S4.50  packaging  and  airmail  postage. 

Because  of  the  limited  quantity,  orders  will  be  filled  on  a  first  to 
be  received  basis.  Included  with  your  order  will  be  a  certificate 
attesting  to  limited  quantity.  Please  allow  8  weeks  for  delivery. 


eONTVOISSEI  w 

Chestcrgatc  House,  Vauxhall  Bridge  Road,  London, 
SWiV  iHF,  England 

Enclosed  is  my  cheque.  Please  send  me  my  Jane  Austen  Bicentenary 
Box  for  just  $100  plus  $4.50  packaging  and  air  mail  postage.  I 
understand  that  the  edition  is  limited  to  500  and  that  orders  must  be 
tilled  on  a  first  received  basis.  If  the  edition  is  oversubscribed  you  will 
return  my  cheque  by  return  air  mail. 

Name  :  

Address   

City   State   Zip  


Texas  Furniture 

The  Cabinetmakers  and  Their  Work,  1840-1880 

By  Lonn  Taylor  and  David  B.  Warren 
Foreword  by  Miss  Ima  Hogg 

Containing  superb  photographs  < it  222  representative  pieces 
of  furniture,  this  volume  is  a  handsome  introduction  to 
the  art  of  cabinetmaking  and  the  works  of  nineteenth- 
century  Texas  cabinetmakers.  Each  photograph  is  accom- 
panied by  detailed  information  on  the  maker,  date,  mate- 
rials, measurements,  history,  owner,  and  analysis  of  the 
piece.  Also  included  are  illustrations  of  cabinetmakers' 
tools,  machinery,  and  locations,  and  the  sources  and 
types  of  woods  used. 

Published  in  cooperation  with  the  Bayou  Bend 
Collection,  Museum  of  Fine  Arts,  Houston, 
and  the  Winedale  Museum,  University  of 
Texas  at  Austin 


$20.00  until 
December  31,  1975 
$22.50  thereafter 


At  your  bookseller  or  write — 
University  of  Texas  Press 

Box  7819,  Austin  78712 


VMH 


Vera  M.  Honeker 


6 


Collection  1975/76 
Miniature  Games 
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BY  APPOINTMENT 
ANTIQUE  DEALFR 
TO  H.M.  QUKFN 
ELIZABETH  Till 
QUEEN  MOTIIfR 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


ffiare  &uj&6&  arid  Contitientai  ofwVvr,  c%kruatu*w>. 


r  of  George  II  jugs  by  Edward  Feline 
743.  Height  11  inches 

from  our  collection  of  XVIII  Cent, 
vet 


A) 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegrapkle  Address  "Euctase  London  W.l' 


Phillips 


A  still-life  by  Edward  Ladell,  which  sold  for  £5.000  last 
month,  one  of  the  many  remarkable  prices  obtained 
recently  at  Phillips  for  19th  century  paintings. 

Fine  19th  Century 
English  and  Continental 
Paintings 

Monday,  December  15th,  at  2  p.m. 

Illustrated  catalogue  GOp  by  post 


A  series  of  important  sales  of  the  contents  of 
country  houses  is  planned.  Details  from  Phillips. 
Of  special  note  is  the  sale  of  the  fine  antique 
contents  of  historic 

Stonor  Park 
Henley-on-Thames 

by  direction  of  Lord  Camoys 
on  January  28  and  29 


Please  write  for  a  detailed  list  of  all  Phillips  sales  in  1976 

Phillips  the  Auction  People  since  1796. 
7  Blenheim  Street,  New  Bond  Street.  London, WIY  OAS. Telephone:  01-629  6602 

Also  at  Edinburgh.  Knowle  in  West  Midlands,  Dublin.Geneva  &  Montreal. 

McmbcrsoFihcSscictyof FincAri  Wtionccrs 


BIGGS 


of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST. 1866 
Over  J 00  years 
of  fine  dealing. 


Very  fine 

ormolu  mantel  clock  by 
Vulliamy  of  London,  number  1049,  circa 
1815  Height  10A" (27  cm),  extreme  width 
8£"  (21  cm),  extreme  depth  6\"  (16  cm). 

Open  Tuesday  to  Saturday.  Closed  Monday 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 
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Hill 


ART  ADDRESS 


International  Directory  of  Arts 
13th  Edition  1976/77 

Published  in  Frankfurt,  Germany,  by  Art  Address  Verlag  Muller  GMBH  &  Co.  KG. 


IMPORTANT  ANNOUNCEMENT 

it  Is  proposed  to  publish  the  13th  Edition  in  July  1976.  Final  date  for  copy  is  31  March  1976.  Applications  for 
free  basic  entries  and  advertisements  are  now  being  accepted. 

The  International  Directory  of  Arts,  complete  with  colour  illustrations,  is  the  only  reference  work  of  its  kind 
in  the  world.  The  13th  Edition  will  list  over  150,000  carefully  researched  names  and  addresses  of 
importance  in  the  art  world. 

Published  in  2  volumes,  entries  and  advertisements  are  found  under  alphabetically  listed  countries  and 
towns  arranged  in  the  following  subject  groups: 


Museums  &  Art  Galleries 
Universities,  Academies 
Colleges,  Associations 
Artists 


Collectors 

Art  &•  Antique  Dealers 

Galleries 

Auctioneers 


Restorers 
Art  Publishers 

Antiquarian  &  Art  Booksellers 
Art  Periodicals 


If  you  have  not  yet  received  a  form  for  a  free  basic  entry  and  you  consider  you  are  eligible  for  inclusion  in 
the  Directory,  or  if  you  wish  to  ensure  that  your  name  is  prominently  displayed  to  dealers  and  collectors 
throughout  the  world  please  contact  the  UK  Representatives  for  entry  forms  and  details  of  advertising 
rates  and  discounts,  quoting  your  particular  subject  group. 

Lorton  Publications,  Lorton  House,  5  Ludgate  Circus  Buildings,  London  EC4M  7LH 
(Publishers  UK  Representatives) 

Note:  A  limited  quantity  of  the  12th  Edition  74/75  is  still  available  for  only  £26  (inc.  p  &  pi  direct  from  Lorton  Publications.  Orders  are  also  being 
accepted  for  the  13th  Edition  at  a  pre-publication  price  of  £27.50  (post  publication  price  £35). 


From  Our  Collection  of  Russian  Icons  and  Works  of  Art 


A  Russian  Icon  of  The  Mother  of  God  Feodorovskaia.  This  icon  first 
appeared  in  the  14th  century  and  was  later  taken  as  the  patronal  icon  of  the 
Romanov  Dynasty.  Egg  tempera  on  wooden  panel.  12  in.  by  10  in.  Early 
1 8th  century.  Silver  riza  with  Moscow  hallmark  and  dated  1881. 
Catalogue  available  on  request. 


ull  anti  Pear 

Antiques 

406  Linden  Avenue, 
Wilmette,  Illinois  60091. 
Telephone  (312)  256-6626 


ANCIENT  EGYPTIAN 
CAT  GODDESS... 

BAST— goddess  of  joy,  dancing,  music 
&  protector  of  the  home.  This  SOLID 
114*  replica  seated  on  polished 
agate  base  makes  superb  display 
piece  for  home  or  office.  Remove 
from  base  and  wear  as  amuletic 
jewelry.  Give  this  elegant  cat 
goddess  as  an  historic  gift 
symbolizing  protection 
love  and  beauty! 


yfi 


SOLID        STER.  14K. 
BRONZE      SILV.  GOLD 
$19.50       $49.50     $475.  BAST  &  agate  base 

ROPE  CHAINS:  24"  sterling.  .$8.  Fine  G.F..  .$10. 

*  Insured  pottage  $1 .50      •  Money  Back  Guarantee 

•  BankAmericard  or  MC.  and  phone  orders  accepted. 

(212)  472-8733 


FREE   COLLECTOR'S   CATALOG-24   pages  picturing 
over  75  ancient  world  relics  from  BC  to  AD  Plus,  catalog 
featuring  over  50  ancient  |ewelry  replicas  in  precious 
metals  Satisfy  your  gift  needs  today 

MUSEUM  AND  DEALER  INQUIRIES  WELCOMED 

1 

aiaddin  hocise,  ltd-  d^c-io 

770  MADISON  AVE.  (66  St.)  •  N.Y.  10021 

1 


VISIT  OUR  NEW  GALLERY  -  S.W.  COR.  66  St.  -  5th  FLOOR. 


I 
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APPRAISERS    ■    EVALUATORS    ■  AUCTIONEERS 


477  JARVIS  STREET  •  TORONTO.  ONTARIO.  CANADA  M4Y  2G8  •  TELEPHONE:  (416)  920-7877 


Toronto's  Largest  Galleries 
for 
Antiques 


Mayorcas  Ltd. 


Member  of  the  BADA  Ltd. 


An  exceptionally  rare  STRASBOURG  Tap- 
estry panel  of  the  mid  1 5th  century,  c.  1 450, 
of  St  John  the  Baptist;  woven  in  poly- 
chrome silks  and  wools  and  metal  threads- 
principally  blues,  greens,  reds,  browns, 
ivory.  4' 9"  x  2' 4"  (1 ,42  x  70  cms).  In  ex- 
cellent condition.  Similar  examples 
"Strassburger  Bildteppiche  aus  gotischer 
Zeit"  by  E  Major 


38  Jermyn  Street,  St.  James's 

London  S.W.I.      Telephone:  01-629  4195 
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NOTE:  CURRENT  AUCTION  PRICES  IN  NEW  YORK 
ARE  AT  A  NEW  HIGH! 


7or  information,  write  or  call: 


M^fe//artman 
eduction  Studios,  In 

425  East  53rd  Street,  New  York,  N.Y.  1 0022 
Telephone:  (212)  371-1234 


TSeifartman 


eduction  Studios,  Inc. 


5  East  53rd  Street,  New  York,  N.Y.  1 0022 
Jephone:  (212)  371-1234 


Auctions; 


a    *  St 


FEATURING: 
JEWELRY 

BROKERAGE 
AUCTIONS 

Unprecedented  low  2£% 
commission  to  the  seller  and 
the  same  to  the  buyer.  Complete 
settlement  in  35  days  from 

receipt  of  the  jewelry 
consignments  from  Private 
Individuals,  Banks  and  Trusts 
now  accepted. 


DIAMOND  BROOCH  (5  sections)  approx.  32  carats  in  diamonds  with  pair  of  cultured  pearls. 

(Diamond  Earrings  to  match  -  not  shown) 


&cfcbtile  of jfuture  Auctions!: 


Schedule  of  Future  Auctions: 

SATURDAY,  DECEMBER  6th,  at  1 1  a.m. 
SATURDAY,  DECEMBER  20th,  at  1 1  a.m. 

Items  can  be  placed  in  each  auction  if  received  one  week  prior  to  auction  date. 


Full  settlement  in  35  days  after  auction. 


King  &  Chasemore 


December  16th-1 8th 


January  13th-1 5th 


January  27th-29th 


Selected  Oil  Paintings  and 
Watercolours,  Georgian  and 
Victorian  Furniture,  Bronzes, 
English  and  European  Porcelain, 
Oriental  Porcelain. 

Books,  Maps  and  Documents, 
Oriental  Carpets,  Oak  and  Walnut 
Furniture,  Pewter,  Copper  and 
Brass,  English  and  European 
Porcelain  and  Glass,  Oriental 
Porcelain. 

Paintings  and  Prints,  Georgian  and 
Victorian  Furniture,  Tea  Caddies, 
Work  and  Writing  Boxes,  Silver 
and  Plate,  Jewellery. 


Eleanor  Nightingale  as  a  child  by 
Johann  Zoffany  sold  for  £8,200 


Viewing:  Previous  Saturday  9-1  and  Monday  10-5. 
Illustrated  Catalogues  60p  (70p  by  post). 

Specialist  Sales  held  every  two  weeks  in 

The  Pulborough  Salerooms 

Further   details   from   the   Auctioneers    Fine   Art  Department, 
Station  Road,  Pulborough,  Sussex  (2081) 


H.  S.  WELLBY 

Antique  English  and  Continental  Silver  Paintings 


One  of  a  set  of  six  very  fine  quality  partly  gilded  plates 
AUGSBURG  cl680  by  Abraham  Waremberger 
diameter  27cm  (lOAins)  weight  1780gm  (58ozs) 


16c  Grafton  Street,  London,  W.i 

Telephone:  01-493  t597 


The  Farrow  &  Jackson 

WINE  BIN 


Any  number  of  open- 
ings, for  home,  bar  or 
cellar  use. 

PRICE  £1.90 

per  dozen  openings 

Carriage  and  V.A.T.  extra. 

ACKNOWLEDGED 
THE  BEST: 


'The  best  bins  are  not  some  of 
the  fancy  affairs  advertised,  but  the  plain 
wood  and  metal  constructions,  whose  best-, 
known  manufacturers  are  Farrow  and 

Jackson  " 

"Financial  Times",  25  Feb.  1975 

FARROW&JACKSON 


(T.CJ 


Suppliers  to  the  Wine  trade  since  1  798 

Borwick  Rails,  Millom,  Cumberland,  LA  18  4JT 
Tel:  MILLOM  2801 
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Public  Auction 

Highly  important  18th  and  19th  century 
American  and  English  Furniture,  Bronzes, 
Paintings,  Clocks,  Oriental  Carpets, 
Marbles,  Porcelains,  Unusual  Signed 
Tiffany  Lamp,  Gold  Objects,  Americana, 
Etc. 


Properties  Belonging  To: 

WILLIAM  A.  RODGERS 
Detroit,  Michigan 


ESTATE  OF  A  PROMINENT 
AUTOMOTIVE  PIONEER 
Detroit,  Michigan 


ESTATE  OF  ANNA  THOMSON  DODGE 
Grosse  Pointe  Farms,  Michigan 
ET  AL 


Sale  to  be  Conducted  At  The 

GROSSE  POINTE  WAR  MEMORIAL 
32  Lake  Shore  Rd.  Grosse  Pointe  Farms, 
Michigan 

FRIDAY,  DECEMBER  12,  1975 
at  1 1 :00  a.m.  precisely 

SATURDAY,  DECEMBER  13,  1975 
at  10:00  a.m.  precisely 


EXfflBITION 

THURSDAY,  DECEMBER  11,  1975 
5  p.m.  -  10  p.m. 


Exhibition  admission  -  $1.00  donation  to 
Grosse  Pointe  War  Memorial  Association 


Illustrated  Catalogue  $5.00  -  $6.50 
postage  paid 


STALKER  &  BOOS,  INC. 

975  East  Maple  Road  •  Birmingham,  Michigan  48011  313-646-4560 


"Port  de  St.  Marie"  Oil  on  Canvas  by  G.  Loiseau. 


m 

&  Ifll 

1 


Rare  Queen  Anne 
Seaweed  Marquetry 
Tall  Case  Clock 
by  McKnight, 
circa  1  705. 


Important  French 
and  English  Furniture, 
Porcelains  and  Oriental  Rugs. 
Exhibition  Feb.  16, 17. 
Sale  Feb.  18, 19, 20. 


FORTHCOMING  SALES 

•  French,  American,  Impressionist, 
Post-Impressionist  and  Modern 

Master  paintings,  drawings  and  sculpture. 
Exhibition  (Main  Gallery). 
February  28,  29,  March  1. 
Sale  March  2,  3. 

The  Breakers  Hotel  (Venetian  Ballroom). 

•  Chinese  and  Japanese  jades,  ivories, 
porcelains  and  works  of  art. 
Exhibition  March  15, 16. 

Sale  March  17,  18,  19. 

Appraisals  and  Estates. 

One  piece  to  a  Major  Collection. 

Call  for  information 


Yewood  Military  Pedestal  Desk, 
circa  1860. 


r  ■  THE 

Trosby 


AUCTION  GALLERIES 

211  ROYAL  POINCIANA  WAY, 
PALM  BEACH,  FLORIDA  33480 
TELEPHONE  (305)  659-1755 
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Fine  French  Parquetry 
and  Marquetry  Cabinet, 
circa  1820. 


Early  George  I  Walnut 
Diminutive  Chest  on  Chest. 


Important  French 
and  English  Furniture, 
Porcelains  and  Oriental  Rugs. 
Exhibition  Feb.  16, 17. 
Sale  Feb.  18, 19, 20. 


FORTHCOMING  SALES 

» French,  American,  Impressionist, 
Post-Impressionist  and  Modern 
Master  paintings,  drawings  and  sculpture. 
Exhibition  (Main  Gallery). 
February  28,  29,  March  1. 
Sale  March  2,  3. 

The  Breakers  Hotel  (Venetian  Ballroom). 

•Chinese  and  Japanese  jades,  ivories, 
porcelains  and  works  of  art. 
Exhibition  March  15,  16 
Sale  March  17,  18,  19. 


Large  Chinese  Spinach 
Jade  Carving  of  a  Horse. 
Chien-Lung  Period. 


f  P  THE 

Trosby 


AUCTION  GALLERIES 

211  ROYAL  POINCIANA  WAY, 
PALM  BEACH,  FLORIDA  33480 
TELEPHONE  (305)  659-1755 


Appraisals  and  Estates. 

One  piece  to  a  Major  Collection. 

Call  for  information. 


The  Connoisseur 


Register  Advertisement! 


FOR  SALE 

EUROPE:  THE  QUEST  FOR  UNITY.  A  magnificent  presentation 
volume  with  an  original  print  frontispiece  signed  by  Pietro  Annigoni.  A 
Limited  Edition  of  475  copies  only,  designed  and  printed  by  Giovanni 
and  Martino  Mardersteig.  Hand  bound  in  full  leather,  18"  x  12|".  £145 
(£170  on  1/1/76).  Prospectus  available.  Ranelagh  Editions,  London 
SW6  5SJ. 


Artistic,  highly  respected  London  Mayfair  business  for  sale.  Founded 
1945  by  owner  who  now  seeks  retirement  but  is  willing  to  help  pur- 
chaser initially.  Offers  a  fascinating  career.  Price  £45,000  includes 
valuable  stock.  Box  No.  8734. 


Antique  Musical  Box.  12  melodies,  selector.  Size  approximately 
20"  x  6".  Manufacturer  -  Nichole  Freres,  Geneva.  C.  Duncan- Doring, 
18/21  Charterhouse  Square,  London  EC1  M  6AJ. 


DURER  prints  for  sale.  Also  Rembrandts  (rather  late  impressions), 
Van  Leydens  etc.  £15-£650.  Details.  Box  No.  8733. 


E.  Sussex.  Victorian  Village  School,  near  Church  and  Inn  quiet 
position.  40'  Schoolroom,  24'  Studio,  20'  Sitting  Room,  country 
Kitchen,  Schoolmasters  House.  Self-contained  Suite.  Garages  for  3. 
£32,500.  David  G.  Braxton  &  Co.,  The  Estate  Offices,  Uckfield,  Sussex 
(tel:  3344). 

RED  STARTS  AND  GORSE. 

FOR  SALE:  A  fine  pair  of  limited  edition  Royal  Worcester 
Porcelain  Birds  by  the  late  Dorothy  Doughty.  Tel.  Hevingham 
664. 


"YORK  SILVER  1475-1858".  Concise  history  by  acknowledge 

expert.  Only  publication  devoted  to  antique  York  silverware.  6 
excellent  photographs  (including  earliest  known  pieces:  rare  marks 
LEE  COLLECTION  on  loan  Undercroft,  York  Minster.  £1.25  poster 
(abroad  £1.55)  from  author,  William  Lee.  Severus  Avenue,  Co.  York 

MISCELLANEOUS 

SWITZERLAND,  Germany,  Hungary,  Austria,  Netherlands;  buyin 
all  engraved  topographic  views,  aquarells,  maps  and  old  illustrate 
books.  Dr.  Deer,  D  61  -  Darmstadt-Arheilgen,  Kornweg  2. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  thre 
times  a  year  at  £4.50  each  (plus  8p  postage).  From  The  Circulatio 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  Londo 
S.W.18. 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  th 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  an 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied  t 
professional  restorers  everywhere.  Renaissance  is  now  availab 
privately  by  mail  order  to  readers  of  The  Connoisseur,  at  Chestergal 
House,  Vauxhall  Bridge  Road,  London  SW1V  1HF.  Price  per  car 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air 
$6.00  surface  mail.  Canada  $8.40  (air),  $6.00  surface  mail.  Price  p< 
can  UK  £1.90,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  ma 
1 0%  overall  discount  on  six  or  more  cans. 

*  ('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970 

Register  advertisements  are  20p  per  word  minimum  £3.00  for  15  word 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manage 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDG 
ROAD,  LONDON,  SW1V  1HF  (01-834  2331).  Addresses  or  B& 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clean 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  acce^ 
no  responsibility  for  any  sales  affected. 


Madeleine  Fidell-Beaufort  &  Janine  Bailly  Hersberg: 

THE  LIFE  &  WORK  OF  CHARLES  FRANCOIS  DAUBIGNY  1817-1878. 

288  pages,  hundreds  of  illustrations,  40  plates  in  colour. 
Letters,  documents,  index.  Paris:  1975. 


English  edition  distributed  by 
St.  George's  Gallery  Books 
8  Duke  Street,  St.  James's, 
London  SW1 


Editions  Geoffroy-Dechaume 
8  rue  de  I'Abreuvoir 
75018  Paris 


E    JJ^y^^£  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys. 

40  Great  Russell  Street  London,  W.C.1 

(01 -580  7538) 


OLD  MASTER 
DRA  WINGS  (and 
English  watercolours) 

W  rite  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
IP7  7JB,  England 


£3*1^  BRITISH  ANTIQUE 
saslsss  EXPORTERS  Ltd. 

Georgian,  Victorian  and  Edwardian  Furniture 

SHOWROOMS  AND  CONTAINER  DEPOT 
NEW  ROAD  INDUSTRIAL  ESTATE,  NEWHAVEN,  SUSSEX 
TEL:  NEWHAVEN  (07912)  5561 


J%/0/-44J  4/f? 
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December  Sales  at  the  Montpelier  Galleries 


Tuesday  2nd  December 
Wednesday  'Ird  December 
Thursday  tth  December 
Thursday  lib  December 
Friday  5th  December 
Tuesday  (hh  December 
Wednesday  lOih  December 
Wednesday  Kith  December 
Thursday  I  lib  December 
Thursday  I  lib  December 
Friday  I2lli  December 
Wednesday  I  Till  December 
Wednesday  17th  December 
Thursday  tilth  December 
Thursday  tilth  December 
Friday  I'fth  December 
Tuesday  23rd  December 


FINE  WINES 

BUDDHIST,  HINDI  VND  ISLAMIC  WORKS  OF  VRT 
SELECTED  ENGLISH  VND  CONTINENTAL  FURNITURE 
SELECTED  EI  ROPEAIN  PAINTINGS 

ENGLISH  AND  CONTINENTS!.  CER  WIICS  V.ND  WORKS  01 
SILVER  \N|)  PLATE 
FINE  FURS 

2()tli  CENTURY  PAINTINGS  (E\  ENINC  S  M  .I  ) 
ENGLISH  AND  CONTINENTAL  FI  RNITl  RE 
17th,  L8tFi  \NI)  19th CENT!  K\  PAINTINGS 
PORCELAIN  AND  WORKS  OF  \RT 
VTERCOLOURS  AND  DR  VWINGS 
CARPETS  AND  RUGS 

ENGLISH  USD  CONTINENTAL  FI  RNITl  RE 
17th.  18th  \N|)  19th CENTl  R\  PAINTINGS 
PORCELAIN  AND  WORKS  OF  ART 
SILVER  \ND  PLATE 


V  samson  group  in  Meissen 
To  he  -old  on  Friday  ~>th  I ) 


style,  height  I7V2  inches  (44.4cm). 
:ccmbcr. 


M.  C.  Escher,  Prentententoon-Stelling,  lithograph.  1 956,  signed 
and  dated  in  pencil,  numbered  3/43,  \2V<  \  }2'A  inches  (31.1  \ 
31.1cm).  To  be  sold  in  an  evening  sale  on  Wednesday  10th 
December. 


W.&F.C.  Bonham  and  Sons  Limited, 
Montpelier  St,  London,  SW7  1HH. 
TelephoneOl-584  9161. 
8  Atholl  Crescent,  Perth. 
Telephone  Perth  32302/32303. 


A  fine  sea  chest,  originally  the  property  of  Sir  Walter  Raleigh.  clOtH). 
To  he  sold  on  Thursday  December  1th. 


Sotheby  Parke  Bemet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

FINE  ORIENTAL  RUGS  AND  CARPETS 

Friday,  9th  January,  at  2  pm 
VILLAGE  CARPETS  AND  RUGS 

Saturday,  10th  January,  at  2  pm 

IMPORTANT  CARPETS  AND  RUGS 

Prayer,  meditation,  garden,  animal  and  embossed  selections  from  Hcriz,  Hereke,  Tabriz,  Kashan,  Kirman,  Sarouke, 
Teheran  and  Senna,  comprising  over  75  silk  rugs  and  carpets,  including  two  very  large  Heriz  silk  carpets, 

and  many  other  fine  non-silk  examples 

On  view  from  Saturday,  3rd  January 


• 


A  Tabriz  silk  prayer  rug,  1.52  by  1.22  metres  (5  feet  by  4  feet) 

Illustrated  catalogue  $6  by  mail.  Order  catalogue  by  sale  no.  3828  with  cheque  enclosed  to  Department  CN 
Catalogues  available  from  Sotheby  Parke  Bernct  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bemet  &  Co., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Edinburgh,  Florence,  Houston,, 
Johannesburg,  Madrid,  Melbourne.  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 


Sotheby  Parke  Bernet.  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Friday,  16th  January  and  following  day 


CHINESE  JADES, 
CERAMICS,  SNUFFBOTTLES,  PAINTINGS  AND  FURNITURE 

On  view  from  Saturday,  roth  January 


A  lavender  jade  figure  of  a  bird, 
17. 1  cm  high  (6|  inches) 


A  rare  Ming  incised  lacquer  table  mid-l6th  century,  85  metres  high  by 
1. 01  metres  wide  (33^  by  40  inches) 


A  lavender  and  fci-ts'ui  jade  covered  vase 
with  loose-ring  handles, 
20.3  cm  high  (8  inches) 


A  lavender  and  fci-ts'ui  jade  covered  tripod 
incense  burner,  with  loose-ring  handles, 
18.4  cm  high  (7^  inches) 


A  fine  pair  of  Huang-Hua-Li  display  cupboards  (Ch'eii  Lieh  Kuei),  17th  century 


Illustrated  catalogue  $7  by  mail.  Order  catalogue  by  sale  no.  3830  with  cheque  enclosed  to  Department  CN 
Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Edinburgh,  Florence.  Houston, 
Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  dc  Janeiro.  Stockholm,  Tehran,  Toronto  and  Zurich 


Sotheby's 


will  hold  the  following  sales  in  December 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR       ALL  CATALOGUES  POST  FREB, 


Monday,  ist  December 
and  following  day,  at  1 1  am 
Printed  Books 

Monday,  ist  December,  at  1 1  am 
Clocks,  Watches  and  Scientific 
Instruments 

Monday,  ist  December,  at  2.30  pm 
Greek  and  Russian  Icons 

Tuesday,  2nd  December,  at  10.30  am 
European  Ceramics 

Tuesday,  2nd  December, 
at  10.30  am  and  2.30  pm 
at  Belgravia 

Mechanical  Music,  Scientific 
Instruments,  Toys,  Models, 
Postcards  and  Other  Collectors' 
Items 


Monday,  Sth  December,  at  2.30  pm 
Egyptian,  Middle  Eastern,  Greek, 
Etruscan,  Roman  and  Islamic 
Antiquities 


Wednesday,  3rd  December, 
at  10.30  am 

at  the  Caledonian  Hotel, 
Princes  Street,  Edinburgh 
Fine  Wines  and  Vintage  Port 

Catalogue  3op 


Wednesday,  3rd  December,  at  11  am 
Important  Impressionist  and 
Modern  Paintings  and  Sculpture 

Wednesday,  3rd  December,  at  3  pm 
Impressionist  and  Modern 
Drawings  and  Watercolours 

Thursday,  4th  December,  at  10.30  am 
at  Belgravia 

Oriental  Ivories  and  Works  of  Art 

Thursday,  4th  December,  at  1 1  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  4th  December,  at  1 1  am 
Important  Contemporary  Art 

Thursday,  4th  December,  at  2.30  pm 
Impressionist  and  Modern 
Paintings,  Drawings, 
Watercolours  and  Sculpture 

Thursday,  4th  December 
and  following  day,  at  1  pm 
at  115  Chancery  Lane,  London 
WC2A  IPX  (Hodgson's  Rooms) 
Modern  Literature  and 
Manuscripts 

Friday,  5th  December,  at  1 1  am 
Continental  Furniture,  Textiles, 
Rugs  and  Carpets 

Monday,  Sth  December,  at  1 1  am 
Western  Manuscripts 


Sotheby  Mak  van  Waay  B.V. 
Rokin  102,  Amsterdam  C. 

Monday,  Sth  December  to  Friday, 
19th  December,  at  10.30  am 
and  2  pm 

A  Very  Important  Sale  of 
Dutch  Nineteenth  and 
Twentieth  Century  Paintings, 
Chinese  and  European 
Porcelain,  Glass,  Delft  Ware, 
Rugs  and  Carpets,  Pewter, 
Bronzes,  Furniture  and 
Jewellery 

Illustrated  catalogue  £2 


Tuesday,  9th  December,  at  2.30  pm 
African,  Oceanic,  Pre-Columbian 
and  Pacific  North- West  Coast 
Art,  Tibetan,  Nepalese,  Indian 
and  South  East  Asian  Art 

Tuesday,  9th  December,  at  10.30  am 
Fine  Chinese  Ceramics,  Bronzes 
and  Works  of  Art 


Tuesday,  9th  December, 
at  10.30  am  and  2.30  pm 
Fine  Oriental  Miniatures, 
Manuscripts  and  Qajar  Paintings 

Wednesday,  10th  December, 
at  10.30  am 

Important  Military  and  Naval 
Campaign  Medals,  Gallantry 
Awards  and  other  English  and 
Foreign  Orders,  Medals  and 
Decorations 

Wednesday,  10th  December, 
at  10.30  am 

in  the  Royal  Watercolour  Society 
Galleries,  26  Conduit  Street, 
London  W.i. 

Finest  and  Rarest  Wines,  Spirits, 
Vintage  Port  and  Collectors' 
Items 

Wednesday,  10th  December, 
at  11  am 

Important  Old  Master  Paintings 
and  Drawings 


Wednesday,  10th  December, 
at  2.30  pm 

Fine  Old  Master  Paintings 


Thursday,  nth  December,  at  1 1  am 
British  and  European  Pewter 


Thursday,  nth  December,  at  n  am 
Fine  Jewels 

Thursday,  1 1  th  December,  at  1 1  am 
Eighteenth  Century  Venetian 
Prints  and  Drawings 

Thursday,  11th  December,  at  11  am 
at  Belgravia 

English,  Russian  and  other 
Foreign  Silver  and  Objects  of 
Vertu,  1825-1975 

Thursday,  nth  December 
and  following  day,  at  1  pm 
at  115  Chancerv  Lane,  London 
WC2A  IPX  (Hodgson's  Rooms) 
Books  on  Travel  and  Topography 

Thursday,  1  ith  December,  at  2.30  pm 
Old  Master  Engravings,  Etchings 
and  Woodcuts 

Friday,  12th  December,  at  n  am 
Fine  French  and  Continental 
Furniture,  Ormolu  Mounted 
Works  of  Art,  Clocks,  Tapestries 
and  Carpets 

Monday,  15th  December 
and  following  two  days,  at  1 1  am 
Atlases  and  Maps,  Travel  and 
Americana,  Topographical, 
Naval  and  Military  Books, 
Manuscripts,  Autograph  Letters 
and  Historical  Documents 

Monday,  15th  December,  at  11  am 
Silhouettes,  Waxes,  Portrait 
Miniatures  and  Objects  of  Vertu 

Monday,  1  sth  December,  at  2.30  pm 
Fine  English  and  Continental 
Glass 

Tuesday,  16th  December,  at  11  am 
Antique  and  Modern  Firearms, 
Armour  and  Edged  Weapons 

Tuesday,  16th  December,  at  11  am 
European  Ceramics 


Sotheby's  Belgravia 

19  Mot'comb  Street,  SWiX  SLB 

Tuesday,  16th  December, 

at  6  pm  and  9  pm 

at  the  Central  Hotel,  Glasgow 

Works  by  Scottish  Artists  and 

Views  in  Scotland 

On  view  at  Belgravia 

from  Friday  5th  to  Wednesday 

10th  December,  including 

Saturday 

On  view  at  the  Central  Hotel, 
Glasgow  from  Sunday  14th  to 
Tuesday  1 6th  December 

Illustrated  catalogue  £1.50 


Sotheby's  of  London  s.r.l. 
Palazzo  Capponi, 
Via  Gino  Capponi  26, 
Florence  50121 

Tuesday,  16th  December, 
at  4.30  pm 

Old  Master  and  Nineteenth 
Century  Paintings 

Illustrated  catalogue  £1.50 

Wednesday,  17th  December, 
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Anthony  Nelme 


A  fine  example  of  a  Queen  Anne  Silver  Teapot  by 
Anthony  Nelme.  Made  in  London,  1714. 
Height  4i  ins;  weight  10.35  ozs. 


Anthony  Nelme  was  apprenticed  to  Issac  Deighton  and  obtained  his  freedom 
in  1679.  The  teapot  was  made  at  his  workshop  in  Ave  Maria  Lane, 
in  the  city  of  London.  His  work  was  of  a  very  high  standard 
and  it  is  true  to  say  his  standards  of  craftsmanship  matched 
the  leading  Huguenot  goldsmiths  of  the  period. 
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Part  of  a  line  Derby  service,  decorated  by  William  Billingsley  c.  1790. 
The  bases  marked  in  puce  with  a  crown  over  crossed  swords ,  the  letter  D, 

and  the  pattern  number  185  in  script. 
A  plate  from  this  service  is  illustrated :  IT.  D.  John,  William  Billingsley,  pi.  16. 
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Treasure  Hunt 
or  Site  Robbery? 


Those  who  followed  the  adventures  of  the  Editor  in  South 
America  in  our  May  issue  will  recall  how,  at  the  summit 
of  the  great  Inca  fortress  of  Ollantaytambo,  he  saw  'an 
American  tourist  with  a  metal  detector,  nosing  his  way  round 
the  crags  like  an  anteater ...  I  cannot  imagine  the  Peruvian 
government  or  Customs  would  take  a  friendly  view  of  these 
activities'.  In  the  same  article,  mention  was  made  of  the 
magazine  Treasure  (shown  here)  which  caters  for  such  people, 
and  an  advertisement  from  Treasure  was  reproduced,  showing 
the  'Goldmaster  tr  Special',  the  kind  of  metal  detector 
used  by  the  Ollantaytambo  scavenger. 

The  quest  for  treasure  by  amateur  hunters  is  not  an 
exclusively  American  activity.  A  number  of  books  lately 
published  in  England  (three  of  which,  by  the  same  author, 
are  shown  here)  are  aimed  at  English  people  who  like  the  idea 
of  forming  their  collections  free  (if  sometimes  illegally)  from 
the  ground  rather  than  at  a  fair  market  price  from  antique 
shops.  Some  of  the  'treasure-hunting'  recommended  by  these 
books  is  perfectly  innocuous  -  varieties  of  beachcombing, 
or  prowling  round  one's  back  garden  in  a  romantic  search  for 
Victorian  lemonade  bottles  or  toothpaste-pots.  (The  term 
'treasure'  for  such  trouvailles  might  seem  to  verge  on 
hyperbole.) 

But  how  many  people  who  buy  the  books  and  magazines 
for  'treasure-hunters'  are  likely  to  be  content  with  this  not 
very  intrepid  hobby?  Most,  surely,  either  begin  with  the 
idea,  or  quickly  graduate  to  it,  of  uncovering  richer  caches; 
and  such  ambitions  are  bound  to  be  fostered  by  advertisements 
and  descriptions  of  sophisticated  detecting  machines.  From 
the  purchase  of  one  of  these  to  the  belief 'Finders  Keepers; 
Losers  Weepers'  -  a  belief  sanctioned  by  folk  tradition  but 
hardly  by  the  law  -  is  a  short  step. 

As  the  hordes  in  quest  of  hoards  grow,  concern  is  being 
expressed  by  professional  archaeologists  and  others  at  the 
damage  these  enthusiastic  and  often  mercenary  amateurs 
can  do.  In  the  first  place,  those  who  remove  antiquities  such 
as  corns  from  the  ground  and  sell  them  privately  without 
reporting  their  finds  officially  not  only  break  the  law;  they 
also  deprive  archaeologists  and  historians  of  what  may  be 
valuable  information  about  settlements  of  early  peoples  and 
other  social  data.  Imagine  the  loss  to  archaeology  and 
Anglo-Saxon  history  if  the  Sutton  Hoo  Ship  Burial  had  been 
rifled  clandestinely  and  its  contents  dispersed! 

Secondly,  even  where  finds  are  reported  and  the  law 
observed,  archaeologists  deplore  the  violence  done  to  the 
site,  hi  a  properly  supervised  excavation,  progress 
photographs  and  drawings  can  be  made,  and  the  archaeologist 
can  register  the  different  strata  at  which  given  objects  are 
discovered,  revealing  much  about  the  superimposing  of  one 
civilisation  upon  another,  and  about  the  chronological 
development  of  different  artefacts.  When  objects  are  prized 
from  their  resting-place  they  are,  like  people  afflicted  with 
amnesia,  hard  to  relate  to  their  correct  habitat. 

The  archaeologists  are  all  in  favour  of  making  it  illegal  to 
use  detectors.  A  recent  letter  in  The  Times,  London, 
suggested  that  the  term  'treasure-hunters',  with  its  romantic 
R.  L.  Stevenson  associations,  should  be  replaced  by  the  term 
'site-robbers'.  If  that  happened,  the  writer  felt,  ordinary  decent 
people  would  appreciate  how  iniquitous  was  this  hunt  for 
things  which  did  not  belong  to  them. 

There  is  much  to  be  said  for  such  a  measure.  At  the  same 
time,  it  could  surely  be  of  value  to  archaeology  if  an  army  of 
trained  and  responsible  hunters  were  to  patrol  the  land, 
delivering  up  the  spoils  of  their  hobby.  We  therefore  suggest 
a  compromise  measure.  Let  there  be  a  licence  for  owners 
of  metal  detectors,  comparable  to  the  licence  needed  to  own 
a  gun.  Gun  licences  are  only  granted  to  responsible  people 
likely  to  use  the  weapons  to  kill  game  rather  than  their 
neighbours.  The  same  kind  of  principle  would  apply  to 
detector  licences ;  and  to  help  ensure  that  the  licence-holders 
are  tit  to  hold  them,  archaeological  training  centres,  issuing 
diplomas,  might  be  established.  As  amateur  botanists 
proudly  report  their  discoveries  to  Kew,  so  could  the 
treasure-detectors  be  converted  from  a  gang  of  history- 
despoilers  into  relayers  of  finds  from  the  field  to  the  museum 
and  university  centres  of  research. 


The  brown  stoneware  mugs  made  at  Nottingham  from  about  1 710  to  1740  have  never  been 
studied  in  detail.  At  least  eight  dated  examples  between  1720  and  1727  are  known:  Adrian 
Oswald  here  discusses  the  originality  and  variety  of  the  patterns  used. 


NOTTINGHAM  ALE  MUGS 

Adrian  Oswald 


1%       I  ug-houses,  as  distinct  from  Coffee  Houses, 

%  were  a  social  development  of  the  early 
T  1-  eighteenth  century.  At  the  Mug  House 
Club,  established  in  the  1720s  in  Long  Acre,  London, 
were  held  gatherings  of  over  a  hundred  gentlemen, 
lawyers  and  tradesmen,  on  Wednesdays  and  Saturdays. 
Here  nothing  was  drunk  but  ale,  music  was  provided 
and  order  kept  by  a  President.  Read's  Coffee  House  in 
Fleet  Street,  in  existence  in  1716,  was  such  a  mug- 
house.1  The  custom  spread  to  provincial  cities. 
Nottingham,  where  Celia  Fiennes  in  1697  drank  Very 
good  ale',  had  in  1740  an  alehouse  for  every  other 
dwelling,  and  a  number  of  'Bacchanalian'  clubs,  in- 
cluding some  which  met  at  4  a.m.  and  inflicted  penal- 
ties on  members  who  had  not  emptied  their  quart  pots 
by  six  in  the  morning.2 

Such  consumption  called  for  special  vessels,  stable 
enough  for  the  boisterous  surroundings.  Makers  of 
many  sorts  of  ware  responded  and  mugs,  nearly  as 
wide  as  high,  holding  about  a  quart,  were  made  from 
c.  1710-1740.  In  stoneware  Fulham  made  a  dated  series 
with  hunting  scenes  but  the  lustrous  brown  mugs  of 
Nottingham  of  these  decades  have  never  been  studied 
in  detail.  Their  originality  of  pattern  is  considerable 
and  there  are  at  least  eight  dated  examples  between 
1720  and  1727.3 

Apart  from  their  squat  fat  shape  they  have  a  com- 
mon design  feature  in  a  scroll  decoration  running 
round  the  body  in  a  double  register.  In  both  shape  and 
pattern  they  mark  a  break  with  the  earlier  long  deep 
Nottingham  mugs  (No.  la). 

All  these  mugs  have  two  bands  of  scrolls  of  flowers 
and  grapes  separated  by  rouletting  or  incised  wavy 
lines.  They  have  tapered  strap  handles  with  a  marked 
swelling  at  the  base  of  the  upper  point  of  attachment. 

The  known  dated  pieces  are : 
'1720'  (Nottingham  Castle  Museum)  (No.  ib) ; 
'1720'  (Colonial  Williamsburg  Foundation, 

Virginia)  (No.  2) ; 


'Sarah  Hole  Novr  ye  19th  1720' 

(Fitzwilliam  Museum)  (No.  4) ; 
'July  15th  1721'  (Whomsley  Collection)  (No.  5a) ; 
'1721'  (William  Rockhill  Nelson  Gallery, 

Kansas)  (No.  5b) ; 
'March  the  18th  1724' 

(Ipswich  Museum)  (Nos.  7  and  8) ; 
'1725'  (Birmingham  Museum)  (No.  10)  and 
'1727'  (Sold  Sotheby's  18  December  1968.  Lot  320). 

These  tankards  show  three  styles  of  decoration :  in 
the  first  the  flowers,  tulips  and  snowdrops  have  sharp 
pointed  petals  and  the  roses  have  five  sepals  (Nos.  ib 
and  2);  in  the  second  the  tulips  and  snowdrops  have 
rounded  petals  but  retain  the  five  sepals  on  the  roses 
(Nos.  4,  5a  and  b,  7  and  8) ;  in  the  third  the  roses  have 
four  sepals  and  the  registers  are  separated  by  wavy 
lines  (No.  10  and '1727'). 4 

There  are  links  between  these  groups  of  scrolls  and 
those  on  loving  cups  of  the  same  decade:  that  dated 
'1721'  in  the  Sheffield  Museum  (No.  3)  has  the  same 
sharp  pointed  petals  as  the  flowers  in  the  first  group, 
whereas  rounded  flowers,  as  in  the  second  group,  are 
found  on  the  cup  of  Thomas  and  Mary  Millward, 
1726,  in  the  Leicester  Museum  (No.  6).  The  curious 
hooked  leaf  found  on  the  Ipswich  mug  (Nos.  7  and  8) 
occurs  on  the  cup  of  Edward  Taylor  in  the  Manchester 
Museum  (No.  9).  This  piece  has  the  rose  with  four 
sepals  only  and  is  thus  a  connecting  link  between  the 
second  and  third  groups.  Four  sepals  on  roses  are  found 
as  early  as  171 9  on  the  cup  of  Ann  Eaton  in  the 
Nottingham  Castle  Museum  showing  that  this  style  of 
rose  was  in  use  at  the  same  time  as  that  with  five 
sepals  (No.  11).  As  will  be  seen  the  cup  of  Peter 
Needham,  1724  (No.  12)  has  the  same  rose  showing 
that  both  four  and  five  sepals  were  in  use  together. 

Tins  slight  distinction  has  some  importance  when 
considering  the  makers  described  in  the  Nottingham 
Burgess  Book  as  'mugmakers'  as  apart  from  'pot- 
makers'.  Such  men,  specifically  making  mugs,  whose 
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Left. 

6.  'Thomas  Millward  and  Mary  His  Wife 
July  the  30th  Anno  1726'. 

Height:  24  cm.  Leicester  Museum. 

Below  left. 

7.  'March  the  18th  1724'. 

Note  the  hooked  leaf  on  the  upper  register  between 
the  snowdrop  and  the  rose.  Ipswich  Museum. 

Below  right. 

8.  'March  the  18th  1724'- 

Note  the  hooked  leaf  between  the  grapes  and  the  tulip 
on  upper  and  lower  registers.  Ipswich  Museum. 


Below. 

9.  'Edward  Taylor  and  Elizabeth  His  Wife 
March  the  25th  Anno  Domi  1725'. 

Height:  22.8  cm. 
Manchester  Museum. 
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work  period  may  have  covered  the  decade  in  question 
are: 

William  Bradley,  1710  Burgess,  voted  1754  Polls; 
Richard  Dod,  1716  Burgess  right  of  birth ; 
William  Simpson,  1712  Burgess,  voted  1754  Polls ; 
William  Varney,  1712  Burgess,  and 
Richard  Wire  (Wyer),  1724  Burgess  right  of  birth. 
Of  these  Richard  Wire  is  too  late  to  have  been  associ- 
ated with  the  first  and  second  groups  and  since  the  four 
sepal  rose  is  known  as  early  as  1719  (No.  x  1)  probably 
too  late  also  for  the  third  group.  We  are  left  with  four 
'mugmakers'  and  three  styles  of  decoration  and  a 
possible  fourth  if  the  Ipswich  mug  (Nos.  7  and  8)  and 
its  hooked  leaf  is  taken  as  intermediate  between  groups 
the  second  and  third.  This  is  probably  too  neat  to  be 
more  than  coincidence. 

The  real  puzzle  of  these  tat  mugs  is  the  scroll  style 
coupled  with  the  use  of  a  double  register.  Comparisons 
in  ceramics  are  very  few.  The  earliest  double  register 
seems  to  be  a  Delft  mug  in  the  London  Museum 
'James  and  Elizabeth  Greene  Anno  1635.  The  Gift  is 
small,  Goodwill  is  all'.  This  has  a  pattern  of  birds  and 
flowers  copied  from  the  Chinese  but  the  time  gap 
seems  too  great  for  a  bearing  on  the  Nottingham 
tankards.  More  relevant  are  a  few  pieces  of  Elers  ware 
c.  1700;  a  mug  in  the  Glaisher  collection,  Fitzwilliam 
Museum,  has  a  double  register  of  pseudo-Chinese 
flowers;5  a  tankard  in  the  Stretton  collection  has  sprays 
of  Chinese  type  flowers  between  two  bands  of  cordons 
together  with  a  merry  Andrew  and  a  wyvern.  This  is  a 
very  tall  vessel  with  a  height  of  about  twice  its  width.'' 

In  silver  this  double  register  is  found  occasionally, 
for  instance  on  a  tankard  marked  ir  (London)  1691  and 
another  marked  pp  1693,  the  latter  with  Chinese  type 
decoration.7  The  Elers  brothers  were  silversmiths 
turned  potters. 

Origins  for  the  balanced  flowing  scrolls  which 
encircle,  so  admirably,  these  Nottingham  mugs  are  hard 
to  find.  Their  individual  elements  can  be  traced  in 
English  design  on  tiles  and  window  glass  from  the 
fourteenth  century,  but  it  is  uncertain  from  where  the 
Nottingham  potters  derived  the  inspired  assembly  of 
these  motifs  in  such  firm  clear  lines.  A  wide  search  in  a 
variety  of  fields  suggests  that  domestic  wall  paintings 
may  have  provided  inspiration.  For  example,  the 
Tudor  scrolling  on  the  vaults  of  the  church  at 
Boxgrove  Priory,  Sussex;  the  scrolling  and  flower 
patterns  of  the  early  seventeenth  century  at  Bosworth 
House,  Wendovcr,  Buckinghamshire  and  the  early 
eighteenth-century  paintings  at  Yew  Tree  House, 
Ombersley,  Worcestershire.8 

Whatever  the  source  of  their  designs,  the  Nottingham 
mugmakers  of  early  Georgian  times  were  pursuing  the 
originality  which  their  stoneware  displayed  since  the 
inception  by  James  Morley  of  his  double  skinned 
'carved'  pots  in  the  last  decade  of  the  seventeenth 
century.9 


NOTES 

1.  Brian  Lillywhite,  'London  Signs'.  London.  1972.  p.  370. 

2.  J.  D.  Chambers,  'Nottingham  in  the  1 8th  Century'. 
London  1932.  p.  323. 

3.  A.  H.  Oswald  and  R.  G.  Hughes,  'Nottinghamshire  and 
Derbyshire  Stoneware'.  Transactions  of  the  English 
Ceramic  Circle.  Vol.  9.  Pt.  2.  1974.  This  paper  lists 
Nottingham  dated  pieces  1700-1805  and  outlines  the 
history  of  the  industry. 

4.  The  mug  is  described  in  Sotheby's  catalogue  as  'of 
cylindrical  form,  with  grooved  strap  handle,  incised 
with  two  horizontal  bands  of  scrolling  flower  sprays 
divided  by  zig-zag  borders,  the  rim  incised  with  the  date 
1727'.  Although  no  photograph  can  be  found  the 
description  makes  it  clear  that  this  mug  closely  resembles 
that  at  Birmingham. 

5.  Glaisher  Catalogue.  PI.  34.  No.  454. 

6.  Transactions  of  the  English  Ceramic  Circle.  Vol.  6.  Pt.  I . 
1965.  p.  30.  PI.  29. 

7.  G.  B.  Hughes,  'Silver  half  pint  mugs'.  Country  Life. 
i4june  1956. 

8.  Boxgrove  Priory.  E.  Croft  Murray,  'Lambert  Barnard, 

an  early  English  Renaissance  Painter',  Archaeological  Journal 
cxm,  1956.  PI.  20.  Bosworth  House.  F.  W.  Reader, 
'Wall  Paintings  of  the  16th  and  early  17th  centuries  in 
Bosworth  House,  Wendover'.  Archaeological  Journal. 
Lxxxvn,  1930.  Pis.  6  and  9.  Yew  Tree  House.  E.  Matley 
Moore,  'Wall  Paintings  recently  discovered  in 
Worcestershire'.  Archaeologia.  Vol.  88.  Pis.  89  and  90. 

9.  Morley's  wares  are  shown  in  an  advertisement  at  the 
Bodleian  dating  to  c .  1 700.  They  include  four  'carved' 
pots,  /e.  vessels  with  double  skins,  the  outer  one  pierced 
and  carved  to  form  a  pattern.  Of  these  four  varieties 
two  kinds,  a  jug  and  a  'Capuchine'  (cup)  are  known  but  a 
flowerpot  and  a  teapot  have  never  been  recorded. 
(Oswald  and  Hughes  op.  cit.  PI.  89,  pp.  151-153,  for  a 
fuller  discussion  on  these  extraordinary  wares). 
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A  sword  recently  offered  for  sale  as  'a  Moroccan  sword  of  mediaeval  date'  is  reassigned  t> 
Mr.  North,  on  the  basis  of  comparisons  with  other  weapons,  to  North  Italy  or  Venice  of  th 
late  fifteenth  century,  though  the  writer  admits  that  'a  major  problem  in  the  identificatici 
of  this  sword  and  in  trying  to  establish  its  date  has  been  the  almost  total  absence  o^clci 
parallels'. 

\  L  \TE  FIFTEENTH  CENTURA 
IT\U  VN  SWORD 

A.  R.  E.  North 


IN  spite  of  the  large  corpus  of  material  written  on 
the  subject,  the  historian  of  the  sword  occasionally 
meets  a  type  which  is  apparently  unrecorded. 
Although  it  shares  some  of  the  characteristics  of 
examples  which  have  been  published,  it  presents  a 
number  of  features  that  are  apparently  entirely  new. 
The  sword  which  forms  the  subject  of  this  article  is  just 
such  a  specimen.  Little  is  known  of  its  history  before  it 
passed  into  a  private  collection.  It  was  offered  for 
sale  not  long  ago  by  a  London  antique  dealer,  who  had 
acquired  it  from  one  of  the  provincial  salerooms  which 
specialise  in  the  sale  of  arms  and  armour.  An  idea  of  the 
confusion  it  had  caused  its  previous  owners  is  best 
illustrated  by  its  description  when  it  was  offered  for 
sale.  Attached  to  it  was  a  label  describing  it  as  a 
Moroccan  sword  of  mediaeval  date.  Its  hilt  form  does 
bear  considerable  resemblance  to  certain  swords  widely 
used  in  Morocco  and  North  Africa  -  the  saif  and 
nimsha  -  but  a  cursory  glance  at  its  general  condition, 
particularly  at  the  blade,  reveals  that  although  it  does 
exhibit  some  signs  of  age,  a  date  in  the  mediaeval  period 
is  improbable. 

The  most  obvious  course  -  and  the  easiest  -  for  the 
student  when  faced  with  an  apparently  unrecorded 
type  of  hilt  is  cither  to  cast  it  into  the  everlasting  limbo 
of  ethnographical  material,  or  worse  -  simply  to  dis- 
miss it  as  a  nineteenth-century  pastiche.  The  purpose  of 
this  article  is  to  demonstrate  that  this  somewhat 
unusual  weapon  does  relate  to  other  well-known  types, 
and  to  make  some  tentative  suggestions  concerning  its 
date. 

The  hilt  of  the  sword  (No.  i)  consists  of  a  grip  of 
horn,  dark  in  colour,  the  edge  of  which  has  been  cut 
into  the  shape  of  three  recesses.  On  the  opposite  side 
the  surface  is  cut  to  form  a  pattern  of  diamond-shaped 
bosses,  the  centres  of  each  being  pierced  with  a  brass 

i.  Sword,  horn  grip  set  with  brass  plates. 
North  Italian  or  Venetian,  late  fifteenth  century. 
Length:  84.5  cm. 
Private  Collection. 


nail.  On  each  face  of  the  grip,  running  from  the  po 
mcl  to  the  guard,  arc  brass  plates.  These  are  slotted  i 
the  grip  on  each  side.  These  plates  are  decorated  wit 
repeating  pattern  of  pierced  quatrefoils  and  adjacent 
the  pommel,  a  cinquefoil  roundel.  The  surfaces 
roughly  engraved  with  a  herring-bone  pattern  of 
cised  lines.  The  blade  is  secured  to  the  grip  by  the  tip 
the  tang  being  rivetted  through  a  facetted  knob  set 
one  side  of  a  flat  brass  plate,  which  follows  the  c 
tours  of  the  grip.  This  plate  is  roughly  cross-hate" 
with  lines  and  at  the  edge  are  two  stylised  leav 
Adjacent  to  the  pommel  button  is  engraved  wT 
appears  to  be  an  escutcheon.  The  iron  guard,  for 
of  one  piece,  is  made  from  round-sectioned  b 
strongly  counter-curved.  One  forms  the  knuckle-bo 
the  other  the  fore-quillon,  and  both  terminate 
facetted  round  knobs.  A  bar  of  smaller  section  form 
ring  guard  which  curves  upwards  towards  the  edge 
the  blade.  The  terminal  of  this  guard  is  chiselled  ) 
represent  a  stylised  beast's  head.  The  blade  is  of  f- 
chion  form,  with  a  short  section  projecting  from  ts 
edge  near  the  point.  It  is  single-edged  for  most  of  s 
length,  save  for  a  short  section  near  the  point  wheret 
is  sharpened  along  its  back  edge.  A  short  narrow  st- 
tion  has  been  cut  out  of  the  edge  of  the  blade  near  t: 
guard.  Inlaid  in  brass  on  one  face  are  two  cutle.i 
marks  -  one  almost  certainly  the  Running  Wolf  mil 
used  by  the  cutler's  guilds  of  Passau  and  Solingen.  T? 
condition  of  the  sword  is  generally  good,  although  t: 
blade  is  worn  particularly  near  the  point,  and  the  grip 
fractured  in  several  places.  In  the  pommel  plate  t 
either  end,  are  two  small  holes  probably  for  the  t\) 
pins  which  would  hold  it  to  the  top  of  the  grip. 

The  hilt  of  this  sword  does  resemble  those  swoiS 
used  in  the  Maghreb,  but  it  is  the  writer's  contentiii 
that  far  closer  resemblances  are  to  be  found  with  cc- 
tain  Western  European  swords,  in  particular  those  f 
Venice  and  Northern  Italy.  A  sword  from  the  colk- 
tion  of  the  Victoria  and  Albert  Museum  (No.  2)  sens 
here  to  demonstrate  the  hilt  construction  of  a  typid 
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.  Sword  (saif),  horn 
ilt  with  silver  plates. 
1orocc.ni,  eighteenth 
•ntury. 

ength:  77  cm. 
"ictoria  and  Albert 
{tutum. 


Moroccan  saif.  The  hilts  are  generally  of  horn  or  wood, 
often  decorated  with  embossed  silver  plates.  This  hilt 
probably  dates  from  the  eighteenth  century,  although 
the  traditional  character  of  these  swords  makes  precise 
dating  almost  impossible.  Characteristic  features  of 
these  hilts  are  the  double  fore-quillon  and  the  sharply- 
angled  knuckle-bow.  Another  form  of  Moroccan 
sword,  the  nimsha,  almost  invariably  is  fitted  with  a 
side  ring  rather  like  that  of  a  swept-hilt  rapier,  and 
generally  has  a  broad,  straight  blade,  often  of  the 
European  broadsword  variety. 

This  sword  differs  from  these  Moroccan  swords  both 
in  the  form  of  its  guard  and  in  the  shape  and  type  of  its 
blade.  The  only  point  of  resemblance  lies  in  the  right- 
angled  projection  which  forms  part  of  the  pommel. 
Charles  Buttin,  who  had  a  considerable  number  of 
Moroccan  swords  in  his  own  collection,  and  published 
a  paper  on  them,  detected  a  number  of  influences  in 
their  very  individual  hilts.1  He  pointed  out  their 
similarity  to  the  indigenous  sword  of  Ceylon,  the 
kastane,  and  discussed  their  relationship  with  European 
swords.  In  his  paper  he  illustrated  a  sword  of  the  late 
fifteenth  century  which  he  described  as  Spanish.  It  was 
in  excavated  condition,  but  enough  of  the  hilt  re- 
mained to  show  that  it  had  a  sharply  angled  knuckle- 


bow  formed  in  one  with  the  fore-quillon,  and  a  pair  of 
ring  guards  one  each  side  of  the  . blade.  He  pointed  out 
that  the  placing  of  the  index  finger  around  the  base  of 
the  blade  when  holding  the  sword  was  a  technique 
shown  on  a  number  of  Spanish  and  Italian  paintings.2 
A  striking  feature  of  the  sword  which  forms  the  sub- 
ject of  this  article  is  the  comparatively  short  grip.  It  can 
only  be  held  satisfactorily  if  the  grip  is  held  by  three 
fingers  and  thumb,  the  last  three  fingers  fitting  into  the 
recesses  provided,  the  thumb  supporting  the  top  of  the 
grip,  and  the  fore-finger  placed  around  the  base  of  the 
blade,  a  section  being  cut  away  from  the  edge  to  allow 
for  this,  hence  the  need  for  a  ring  guard  to  prevent  the 
opponent's  blade  injuring  the  exposed  finger.  The 
advantage  of  grasping  the  sword  in  this  way  is  that  the 
point  can  then  be  used  as  well  as  the  edge.  Buttin's 
suggestion  that  this  method  of  holding  a  sword  was 
particularly  favoured  in  Spain  and  Italy  is  interesting, 
as  it  is  here  suggested  that  the  European  influence 
detectable  on  the  swords  of  the  Maghreb  comes  not 
from  Spain  but  rather  from  Italy  and  that  the  sword 
under  discussion  provides  an  interesting  link  between 
two  forms  of  hilt,  those  used  in  Venice  and  Northern 
Italy  and  the  indigenous  swords  of  Morocco. 

A  major  problem  in  the  identification  of  this  sword 
and  in  trying  to  establish  its  date  has  been  the  almost 
total  absence  of  close  parallels.  Having  looked  in 
several  sources  without  success,  the  writer  turned,  as 
many  other  students  of  the  subject  have  done  when  'in 
rebus  angustiis'  to  Laking's  'European  Armour  and 
Arms'.3  In  the  volume  dealing  with  the  fifteenth 
century,  Laking  illustrated  a  sword  from  the  Foulc 
Collection  which  he  described  as  Italian  and  dated  to 
the  latter  part  of  the  fifteenth  century  (No.  3).  Former- 
ly in  the  Bernal  and  Londesborough  collections,  the 
hilt  is  described  as  being  fashioned  from  steel,  decora- 
ted with  guilloche  patterns  and  gilded.  On  the 
scimitar-shaped  blade,  which  was  single  edged,  was  an 
inscription  in  Lombardic  letters.  This  sword,  the 
present  whereabouts  of  which  is  not  known,  has  three 
important  comparable  features  with  the  sword  under 
discussion:  in  both  cases  the  grips  are  recessed  for  the 
fingers;  although  the  guard  of  the  Foulc  sword  is  more 
flamboyant  and  is  of  a  better  quality,  the  basic 
construction  of  both  guards  is  the  same;  on  both 
swords,  the  external  ring  guard  terminates  in  a  stylised 
beast's  head,  almost  identical  in  style.  The  Foulc  sword 
was  once  attributed  to  the  Ncgroli  family4  -  an  absurd 
attribution,  as  this  family  apparently  only  made 
armour.  The  iron  grip  is  admittedly  an  unusual  fea- 
ture, but  there  are  parallels  for  it  at  a  slightly  later  date. 
A  German  dagger  in  the  Victoria  and  Albert  Museum 
for  instance,  excavated  in  Newbury,  and  dated  1548 
has  a  grip  made  entirely  from  iron.5 

Laking  does  not  discuss  his  reasons  for  attributing 
the  Foulc  sword  to  an  Italian  workshop,  but  his 
attribution  did  lead  the  writer  to  compare  hilts  of  other 
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Italian  swords  with  the  sword  under  discussion.  A 
number  of  interesting  resemblances  became  apparent 
with  some  of  the  swords  that  formed  the  Arsenal  of  the 
Council  of  Ten  in  Venice,  now  in  the  Palazzo  Ducale.6 
Several  or  these  swords,  all  demonstrably  Venetian, 
have  guards  of  similar  construction.  A  distinctive 
feature  of  many  of  these  Venetian  swords  is  the  treat- 
ment of  the  central  part  of  the  guard,  where  it  meets 
the  blade.  On  many  of  these  swords  this  part  is 
chiselled  in  three  parallel  sections  and  rises  to  form  a 
cusp-shaped  projection  where  it  joins  the  blade.  An 
exactly  similar  feature  can  be  seen  on  the  sword  under 
discussion  (No.  4).  Mention  has  already  been  made  of 
the  engraved  escutcheon  on  the  pommel  plate.  At 
senne  period  this  evidently  contained  some  device,  or 
perhaps  a  number.  Whatever  was  in  this  panel  has  been 
deliberately  erased  with  a  file,  as  traces  of  file  marks 
can  be  seen  in  the  escutcheon  (No.  5).  It  is  possible 
that  the  original  device  was  shield-shaped,  for  a  faint 
impression  of  it  is  still  left.  In  his  catalogue  of  the 
European  daggers  in  the  Metropolitan  Museum, 
Bashford  Dean  illustrated  two  short  swords  of  the  type 
commonly  known  to  collectors  as  cinquedeas  which  had 
engraved  escutcheons  on  the  brass  caps  which  covered 
their  pommels.7  In  one  of  these  panels  was  a  Roman 


s.  Pommel  plate 
of  No.  1, 

showing  engraved 
escutcheon. 

Left. 

3.  Sword  witli 
falchion  blade.  Italian 
late  fifteenth  century. 
Fouk  Collection. 


Right. 

4.  Detail  of  hilt 
of  No.  1, 
showing  truard. 


numeral,  perhaps  the  inventory  mark  of  an  arsen^ 
and  the  shape  of  the  panel  was  very  similar  to  tr; 
escutcheon  illustrated.  This  cinqnedea  has  recently  bee 
attributed  to  craftsmen  working  in  Villa  Basilica  an 
Bologna,  on  the  basis  of  the  mark  on  its  blade!*  It 
also  worth  noting  that  the  very  rough  herring-bor 
hatching  to  be  seen  on  the  brass  parts  of  this  hilt 
found  on  many  of  these  cinquedeas,  and  appears  to  ha\. 
been  a  standard  way  of  decorating  the  more  workmai 
like  examples.  It  is  also  noteworthy  that  the  pierce 
decoration  on  the  plates  which  are  attached  to  the  gri 
of  this  sword,  has  a  distinctly  Gothic  flavour,  part 
cularly  the  roundels  adjacent  to  the  pommel.  This  I 
yet  another  strong  argument  to  support  a  Westen* 
European  origin  for  this  form  of  hilt. 

The  grip  has  a  diamond  shaped  pattern  on  one  edgl 
An  examination  of  a  large  number  of  Moroccan  hilj 
has  not  revealed  one  example  which  has  its  grf 
decorated  in  this  way,  whereas  this  technique,  if  nJ 
apparently  usually  employed  on  the  hilts  of  swords,  I 
certainly  used  on  the  hilts  of  a  number  of  dagger 
These  daggers,  of  rondel  type,  have  often  been  calle 
Burgundian,  but  this  attribution  has  recently  bee 
shown  to  be  fallacious,  and  the  burden  of  evident 
suggests  that  they  were  made  in  Italy.9 
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An  example  from  the  Victoria  and  Albert  Museum 
ias  a  grip  of  horn  cut  in  the  form  of  diamond  bosses 
No.  6),  and  a  ballock  knife  from  the  Reubell  Collcc- 
ion,  now  in  the  Metropolitan  Museum,  has  brass  nails 
n  the  centre  of  the  bosses  in  a  similar  manner  to  those 
>n  the  hilt  of  this  sword.10  The  two  daggers  discussed 
hove  have  been  dated  to  the  late  fifteenth  or  early 
ixteenth  century.  Curiously,  two  fifteenth-century 
words  from  an  English  context  have  slight  stylistic 
onnections  with  the  sword  in  question.  One  is  in  the 
rower  Armouries  and  although  the  grip  is  missing,  the 
1  tonimel  remains,  and  is  in  the  form  of  an  elongated 
1  >iece  of  iron  reminiscent  of  the  right-angled  projection 
>D  the  pommel  of  the  swords  from  the  Maghreb,  and 
[so  the  sword  which  forms  the  subject  of  this  article. 
\  very  similar  sword  to  the  one  in  the  Tower  is  pre- 
crved  at  Clarke  Hall,  Wakefield,  Yorks.  It  was  found 
mi  the  site  of  the  battle  of  Wakefield  which  was 
ought  in  1460.' 1  It  this  is  correct  then  it  indicates  that 
1  similar  form  of  pommel  to  the  one  under  discussion 
vas  in  use  in  England  as  early  as  the  mid-fifteenth 
entury. 

The  falchion  form  of  blade  is  rather  uncommon,  but 
1  number  have  been  published,  and  a  few  of  these  are 
miliar  in  shape  to  the  one  on  this  sword.  For  example 
1  sword  formerly  in  the  armoury  of  the  Farnesc 
amily,  now  in  Naples  has  a  blade  of  almost  identical 
proportions,  which  has  had  a  section  cut  from  the  blade 
lear  the  hilt  like  this  one.  It  has  however  been  fitted  to 
1  later  hilt.12  A  broader  version  of  the  falchion  blade  is 
preserved  in  the  Hermitage  Collection  in  Leningrad, 
out  the  entire  surface  of  the  blade  has  been  inlaid  with 
^oncs,  and  etched,  probably  in  the  mid-seventcenth 
century.13 

Unfortunately  one  of  the  usual  ways  of  dating  a  hilt, 
by  its  appearance  on  a  number  of  dated  or  dateable 
paintings  cannot  properly  be  applied  in  this  case,  for 
although  there  are  several  representations  of  swords 
with  similar  guards  and  blades,  there  arc  apparently 
none  showing  the  very  distinctive  recessed  grip  and 
inset  plaques.  However  swords  with  straight  falchion 
blades  of  a  similar  type  appear  on  the  War  of  Troy 
^  tapestry  in  the  Victoria  and  Albert  Museum,  which 
was  paid  for  in  1474/5,  and  two  of  the  fencers  in 
Diircr's  'Fechtbuch'  of  15 12  are  using  similar  shaped 
falchion  blades  although  they  are  fitted  to  plain  cruci- 
form hilts.14  If  it  is  accepted  that  the  Italian  and 
Venetian  swords  discussed  above  do  provide  parallels 
to  this  sword  then  it  can  be  dated  on  the  basis  of  their 
dates,  to  the  last  quarter  of  the  fifteenth  century. 
However  until  more  evidence  is  forthcoming,  this 
must  at  best  be  tentative. 

If  this  particular  hilt  is  Italian,  it  is  apparent  that  there 
must  be  some  relationship  between  it  and  the 
Moroccan  nimsha  and  saif.  The  principal  problem  with 
the  North  African  swords  is  their  date.  Buttin  dated  a 
number  of  the  hilts  in  his  collection  as  early  as  the 


6.  Rondel  dagger, 
with  horn  liilt, 

cut  with  diamond  bosses. 

Italian,  c.  1  500. 

I  'ictoria  ami 

Albert  Museum, 

ex.  Berual  Collection. 


fourteenth  and  fifteenth  centuries  although  an  almost 
identical  hilt  is  clearly  shown  in  an  English  painting 
dated  to  around  1640. 15  Until  the  chronology  of 
North  African  swords  can  be  definitely  established, 
their  exact  relationship  to  Western  European  forms 
will  not  fully  be  known,  but  it  is  suggested  here,  that  at 
le.isi  one  of  the  influences  on  these  hilts  -  and  perhaps 
the  strongest  -  came  from  Northern  Italy,  possibly  as 
early  as  the  fifteenth  century. 
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2.  Triangular  turned 
chair  with  rectangular 
back.  Oak  and  ash. 
The  arms  of  the  chair 
are  comprised  of  four 
members  on  each 
side. 

Victoria  and  Albert 
Museum. 


i .  Triangular  turned 
chair  with  T-shaped 
back.  The  simplicity 
and  the  chip-carved  ( 
geometric  decoratio 
suggest  quite  an  earl 
date,  probably  early 
sixteenth  century. 
Lord  Leycester 
Hospital,  Warwick,  j 


Below  left. 

3.  Triangular  turned 
chair,  with 
rectangular  back. 
The  arms  have  three 
members. 

Fitzwilliam  Museum , 
Cambridge. 

Right. 

4.  Triangular  turned 
chair  with  rectangular 
back.  The  arms  have 
only  two  members. 
Ashmolean  Museum, 
Oxford. 


Richard  Ryder  has  made  a  remarkable  collection  of  early  furniture,  much  of  which  is  now 
on  display  at  Gawthorpe  Hall,  Lancashire.  In  this  the  first  of  two  articles  he  describes  the 
strange  three-legged  chairs,  compares  them  with  other  extant  examples  and  produces  new 
evidence  of  their  early  origins. 


THREE-LEGGED  TURNED  CHAIRS 

Richard  D.  Ryder. 


THREE-legged  turned  chairs  are  one  exampleof  a 
form  of  furniture  which  has  origins  that  are 
quite  separate  from  both  Gothic  and  Renais- 
sance architectural  styles. 

Three-legged  stools  existed  in  Ancient  Egypt. 
Paintings  in  the  tombs  of  Rekhmire  (c.  1400  bc)  and 
Huya  show  artists  and  furniture-makers  seated  on  low 
tripod  stools  with  hollowed  seats.  In  the  Mycenaean 
and  Minoan  cultures  ritual  value  seems  to  have  been 
attached  to  the  tripod  form.  Bronze  tripods  survive, 
believed  to  have  been  used  as  pot-stands  for  cooking 
purposes.  Three-legged  tables  were  certainly  in  use  in 
the  Minoan,  Greek  and  Roman  cultures.  From  the 
seventh  century  bc  the  Etruscans  started  a  tripod  tradi- 
tion in  Italy  which  continued  until  the  fall  of  Rome  a 
thousand  years  later.  Examples  which  have  remained 
are  mostly  in  bronze.  Their  exact  function  is  not 
always  clear.  Some,  such  as  the  silver  tripod  found  at 
Hildesheim  in  Germany,  were  made  to  fold.  Sacrificial 
altars  were  sometimes  of  tripod  form.  A  famous 
example  was  the  Delphic  tripod  winch  was  used  as  a 
seat  by  the  Pythian  priestess  when  delivering  the 
oracles.  Another  tripod  altar  was  the  Plataean  which 
supported  a  golden  basin ;  its  bronze  stand  was  taken  to 
Constantinople  by  the  Emperor  Constantine.  So 
respected  were  tripods  that  in  the  days  of  Homer  they 
were  given  as  gifts  and  as  prizes  in  athletic  games. 

There  is  no  further  record  of  elaborate  examples  of 
tripod  furniture  until  quite  recent  times,  but  it  seems 
that  the  simple  three-legged  stool  lived  on  as  a  popular 
and  international  peasant  style.  It  was  usually  made  by 
inserting  three  splayed  legs  into  holes  in  a  circular  or 
rectangular  piece  of  plank,  and  they  continue  to  be 
made  in  this  way  up  to  the  present  day.  Usually  the 
legs  of  such  stools  appear  no  more  than  a  foot  long  but 
a  Bohemian  painting  of  the  Last  Supper,  an  altarpiece 
of  1494  (now  in  the  Narodni  Galerie,  Prague),  shows  a 
disciple  seated  on  a  simple  and  unturned  example  of  a 
three-legged  stool  with  legs  winch  are  very  long  and 
slender. 


Turnery  itself  is  an  ancient  technique,  with 
Egyptian,  Minoan,  Assyrian,  Greek  and  Roman 
antecedents.  It  consists  of  shaping  and  engraving  the 
wood  by  cutting  into  it  with  chisels  while  it  is  revolv- 
ing on  a  lathe.  There  is  evidence  that  by  the  early 
fifteenth  century  at  least,  a  turned  version  of  the  tripod 
stool  had  again  become  fashionable  in  Northern 
Europe.  A  1436  copy  of  the  Notitia  Dignitatum  made 
in  Basle  (colour  d)  shows  a  turned  three-legged  stool, 
as  does  Robert  Campin's  The  Virgin  with  a  Child  by  a 
Fireplace,  painted  sometime  before  1444.  In  a  Flemish 
illustration  of  c.  1456  and  another  off.  1480,  the  stools 
appear  to  have  their  traditional  double  function  of  a 
stool  for  sitting  upon  and  a  stand  for  bowls  and 
other  domestic  objects  (colour  A  and  b).  By  the  six- 
teenth century  the  three-legged  stool  was  apparently 
in  use  in  England  for  it  is  illustrated  in  a  Herbal  and 
Bestiary  of  1520-1530  (colour  f). 

The  word  'tripos'  seems  to  have  been  applied  in  the 
late  sixteenth  century  to  a  three-legged  stool  on  which 
a  senior  member  of  Cambridge  University  sat  during 
debates  with  undergraduates.  This  suggests  that  once 
again  the  tripod  had  gained  some  prestige,  at  least 
among  academics.  Transatlantic  evidence  that  this 
tradition  continued  is  the  three-legged  turned  chair 
used  for  several  generations  by  the  President  of 
Harvard  University  in  the  conferring  of  degrees.  It  is 
believed  to  be  of  English  workmanship  of  the  early 
seventeenth  century. 

Most  authorities  consider  that  such  chairs  evolved 
from  triangular  turned  stools  via  an  intermediate  stage 
which  had  the  T-shaped  back  but  no  arms,  but  their 
exact  origin  is  uncertain.  A  German  engraving  by 
Israhel  von  Mcckenem  dating  from  the  second  halt  of 
the  fifteenth  century  shows  a  three-legged  stool  with 
one  leg  extended  upwards  to  support  a  slender  con- 
cave T-shaped  back.1  Another  example  in  a  Flemish 
illustration  of  c.  1500,  shows  St.  Mark  seated  at  his  desk 
on  a  three-legged  chair  with  a  heavier  and  flatter 
T-shaped  back  (colour  c).  It  is  not  however  im- 
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possible  that  three-legged  turned  stools  and  chairs  go 
back  earlier  still:  in  the  Flemish  "Romance  of  Alex- 
ander' of  1339-1344  (colour  e)  an  ambiguous  picture 
may  depict  the  Devil  using  one. 

Since  these  chairs  appear  to  be  limited  to  the  North 
of  Europe  it  has  been  suggested  that  they  were  spread 
through  Norman  influence.  Percy  Macquoid2  goes  as 
far  as  to  say:  'Of  Byzantine  origin,  their  pattern  was 
introduced  by  the  Varangian  guard  into  Scandinavia, 
and  from  there  doubtless  brought  to  England  by  the 
Normans,  they  continued  to  be  made  until  the  end  of 
the  sixteenth  century'.  But  Macquoid  does  not  cite  his 
evidence  for  this  theory.  Ralph  Edwards  supports  the 
general  view  that  three-legged  turned  chairs  are  of 
very  ancient  origin  and  maintains  that  the  plainer 
versions  are  earlier  than  the  more  elaborate  ones.  He 
states  that  there  were  two  such  plain  examples  at 
Tyltey  in  Essex  prior  to  the  Dissolution  in  1536. 3 
John  Gloag  also  takes  the  view  that  "Turned  chairs 
with  triangular  seats  were  made  of  indigenous  woods 
from  Norman  times  to  the  seventeenth  century,  with 
little  change  in  the  basic  form  or  structure'.4 

These  chairs  were  certainly  collected  by  Horace 
Walpole  who  wrote  to  George  Montagu  in  a  letter 
dated  20  August  1761 : 

'Dicky  Bateman  has  picked  up  a  whole  cloister  lull 
q)  old  chairs  in  Herefordshire  -  he  bought  them  one  by 
one,  here  and  there  in  farm  houses,  for  three-and-six pence 
and  a  crown  apiece.  They  are  of  wood,  the  seats 
triangular,  the  back,  arms  and  legs  loaded  with  turnery. 
A  thousand  to  one  but  there  are  plenty  up  and  down 
Cheshire  too  -  ij  Mr.  and  Mrs.  Welenhall,  as  they  ride 
or  drive  out,  would  now  and  then  put  up  such  a  chair,  it 
would  oblige  me  greatly.  Take  notice,  no  two  need  be  of 
the  same  pattern'. 

Such  quantities  surviving  in  farm  houses  in  1761 
would  suggest,  perhaps,  that  most  were  then  not  more 
than  two  hundred  years  old  -  if  we  can  judge  by  what 
might  have  been  found  in  farm  houses  around  the 
middle  of  our  own  century.  But  Walpole  was  mainly 
interested  in  the  so-called  Gothick  and  probably  was 
sure  in  his  own  mind  that  these  chairs  at  least  originated 
before  the  end  of  the  Gothic  style  in  architecture  which 
occurred  after  the  first  quarter  of  the  sixteenth  century. 
A  contemporary  watcrcolour  by  John  Carter  (c.  1788) 
shows  Walpole's  collection  in  the  cloister  at  Straw- 
berry Hill.  About  eight  chairs,  all  very  elaborately 
turned,  arc  visible.  It  is  reported  that  besides  collecting 
old  specimens,  Walpole  also  had  them  reproduced.5 

No  extant  specimens  of  either  triangular  turned 
stools  or  the  intermediate  stage  with  its  T-shaped  back 
but  no  arms  arc  known  to  me.  There  are  however 
some  examples  of  small  triangular  chairs  believed  to  be 
early  sixteenth  century,  where  the  back  piece  forming 
the  horizontal  stroke  of  the  t,  is  flat  and  not  turned. 
The  most  celebrated  example  is  that  at  the  Lord 
Leycester  Hospital  at  Warwick  (No.  1).  The  examples 


at  Penshurst  Place,  Kent,  are  modern  reproductions 
possibly  of  some  originals  which  have  been  lost  or 
destroyed ;  it  is  interesting  that  both  places  should  have 
benefited  from  the  estates  of  Queen  Elizabeth's 
favourite,  Robert  Dudley,  Earl  of  Leycester  (1533— 
1588).  The  chair  at  Warwick  has  turned  legs  and  arms, 
but  a  flat  back-piece  decorated  with  geometrical 
chip-carved6  designs  and  supported  by  only  one 
characteristically  'knife-blade'  shaped  prop  on  each 
side.  (The  shape  of  these  little  props  is  the  same  as  the 
thirteenth  and  fourteenth  century  stretchers  found  on 
ark  chests7  and  on  early  pieces  such  as  the  Alpirsbach 
benches  of  c.  1300.)  This  chair  was  the  centre  of  a  good 
deal  of  attention  during  the  eighteenth  and  nineteenth 
centuries  and  many  copies  were  made  of  it.  It  was 
labelled  'Saxon'  or  'Gothic'.  It  was  lost  during  the  first 
part  of  the  twentieth  century  but  was  then  rediscover- 
ed in  a  cellar  beneath  the  Chapel  at  the  Hospital. 

Three-legged  turned  chairs  seemed  to  have  enjoyed 
a  fashion  in  the  sixteenth  century.  There  are  three  well- 
known  examples  of  the  triangular  turned  or  'thrown' 
chair  and  most  authorities  date  them  between  1590 
and  16 10.  The  best  known  is  the  elaborate  example  in 
the  Victoria  and  Albert  Museum  (No.  2) ;  it  is  made  of 
oak  and  ash  and  is  similar  to  the  Harvard  University 
chair.  Both  arc  distinguished  from  other  specimens  by 
having  four  turned  members  (arms)  on  each  side  con- 
necting the  upper  extensions  of  the  front  legs  to  the 
chair's  back.  Another  specimen  is  at  the  Fitzwilliam 
Museum,  Cambridge,  England  (No.  3).  Allegedly  this 
is  of  East  Anglian  origin  and  is  plainer  than  the  Victoria 
and  Albert  Museum  chair.  The  upper  extensions  of  the 
front  legs  arc  connected  to  the  back  by  three  (as 
opposed  to  four)  turned  members.  The  third  museum 
example  is  that  at  the  Ashmolean  Museum,  Oxford ; 
(No.  4) ;  this  has  only  two  turned  members  connecting 
the  tops  of  each  front  leg  to  the  back.  The  rectangular 
turned  frame  comprising  the  back  of  the  chair  is  much 
less  high  than  it  is  wide;  in  the  Fitzwilliam  Museum 
chair  this  back  section  is  nearly  square  and  in  the 
Victoria  and  Albert  Museum  example  it  is  almost 
exactly  square.  It  is  possible  that  the  Ashmolean 
example  is  earlier  than  the  other  two;  although  most 
writers  assign  it  to  c.  1590,  John  Gloag  has  recently 
suggested  that  it  belongs  to  the  first  halt  of  the  six- 
teenth century.8  Other  examples  can  be  seen  at 
Montacutc  House,  Somerset. 

It  may  be  that  the  rectangular  or  square  turned  frame 
forming  the  backs  is  a  feature  of  the  later  examples 
only.  The  Leycester  Hospital  chair  which  is  thought 
to  be  early  sixteenth  century,  and  other  turnery  chairs, 
lack  such  a  frame  and  just  have  one  big  horizontal  rail 
socketed  on  to  the  top  ot  the  extension  of  the  back  leg, 
forming  a  big  t  propped  up  on  cither  side  by  one.  two 
or  three  small  sloping  props.  Some  particularly  heavy 
examples,  with  large  bulbous  flat-topped  ends  to  the 
front-posts  appear  to  have  come  from  Wales  and  the 


Colour. 

Top  left. 

A.  Detail  from  an 
illustration  to 
'Miracles  de  la 
Glorieuse  Vicrge 
Marie', 

Flemish,  c.  1456. 
MS.  Douce  374.  f.  5_ 
Bodleian  Library, 
Oxford. 

Top  centre. 

b.  Detail  from 
The  Birth  of  Caesar 
'Caesar's 
Commentaries', 
Flemish,  c.  1480. 
ms.  Douce  208. 
Bodleian  Library, 
Oxford. 

Top  right. 

c.  Detail  from 

St.  Mark  at  his  desk 
Book  of  Hours, 
Flemish,  c.  1 500. 
ms.  Douce  H2.f.  2 
Bodleian  Library, 
Oxford. 

Below  left. 

d.  Copy  ot  the 
Sotitia  Dignitatuin, 
Basle,  1436. 
ms.  Canon.  Misc.  3 
Bodleian  Library, 
Oxford. 

Centre  right. 

e.  Detail  from  the 
'Romance  of 
Alexander', 
Flemish,  c.  1 339-1. 
ms.  Bodley  264.  f.  6 
Bodleian  Library, 
Oxford. 

Below  right. 
1 .  Detail  from  a 
Herbal  and  Bestiar 
English,  1 520-1 53c 
MS.  Ashmole  1504. 
Bodleian  Library, 
Oxford. 
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West  of  England.  There  is  an  example  in  the  Welsh 
Folk  Museum  at  St.  Fagans  and  another  one  in  yew, 
allegedly  from  the  Bishop's  Palace  at  Wells,  has  the 
shallow  beginnings  of  the  rectangular  back-frame 
mounted  above  the  top  of  the  t. 

It  is  especially  appropriate  that  there  should  be  a 
display  of  these  fascinating  turnery  chairs  at 
Gawthorpc  Hall  in  Lancashire,  for  shortly  after  the 
accession  of  James  i,  the  Shuttleworths  of  Gawthorpc 
employed  a  dish-thrower  to  make  them  a  chair  of  this 
traditional  pattern.9 

Among  this  collection  are  two  extremely  rare 
triangular  chairs  made  in  oak  (Nos.  5a  and  b).  The 
arms  are  turned  but  the  legs  appear  to  have  been 
shaped  by  spoke-shave  and  chisel.  The  back-pieces  are 
riven  and  not  sawn;  so  also  are  the  seats  and  the 


stretchers.  The  chairs  arc  unusually  small  for  triangular 
chairs  and  may  have  been  made  to  be  used  by 
women.  They  are  believed  to  be  English  of  the  early 
sixteenth  century  and  correspond  most  closely  with 
the  chair  at  the  Leycester  Hospital  at  Warwick. 

Also  at  Gawthorpc  is  a  perfect  fruitwood  example  or 
the  turned  triangular  chair  of  a  similar  sort  without  the 
rectangular  back-frame  (No.  10).  The  straightforward 
T-shaped  back  suggests  a  fairly  early  date,  perhaps 
c.  1580.  The  fine  yew-wood  triangular  turned  chair 
(No.  7)  is  possibly  the  most  massive  example  surviving. 
The  thick  solid  yew  front  posts  are  particularly  impres- 
sive measuring  four  inches  in  diameter  at  the  top.  This 
chair  closely  resembles  the  one  alleged  to  come  from 
the  Bishop's  Palace  at  Wells  and  may  have  a  West 
Country  or  Welsh  origin.   Another  very  heavy 


5a  and  b.  Pair  of 
triangular  turned, 
adzed,  riven  and 
spoke-shaved  chairs 
with  T-shaped  backs. 
Oak  and  elm, 
Probably  early 
sixteenth  century. 
The  arms  are 
comprised  of  single 
members. 
Author's  Collection, 
Gawthorpc  Hall , 
Lancashire. 


6.  Triangular  chair 
which  is  not  turned. 
Probably  an 
eighteenth-century 
rustic  version  of  the 
earlier  turned  style. 
Antlior's  Collection, 
Gawthornc  Hall. 


7.  Triangular  turned 
chair  with  T-shaped 
back.  Yew. 
Author's  Collection, 
Gawthorpc  Hall, 
Lancasliirc. 
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8.  Triangular  turned 
chair  with  rectangular 
back.  Elm. 
Author's  Collection, 
Gawthorpe  Hall, 
Lancashire. 


Above. 

10.  Triangular  turned 
chair  with  T-shaped 
back.  Fruitwood. 
Possibly  c.  1580. 
Author's  Collection, 
Gawthorpe  Hall . 
Lancashire. 


Left. 

9.  Triangular 
reel-turned  chair 
with  rectangular 
back.  Several  woods. 
Possibly  seventeenth 
century. 

Author's  Collection, 
Gatvthorpe  Hall , 
Lancashire. 


example  is  that  allegedly  used  by  Judge  Popham  of 
Littlccote.  This  is  supposed  to  have  accompanied  him 
on  his  official  journeys;  if  this  is  so  the  surviving  chair 
at  Littlecote  may  have  been  the  one  sat  upon  by 
Popham  when  he  sentenced  to  death  Sir  Walter 
Raleigh  at  Winchester  in  1605. 

An  elm  triangular  chair  in  the  collection  (No.  8)  is 
very  similar  to  the  example  in  the  Fitzwilliam  Museum 
and  so  may  be  of  East  Anglian  origin.  It  shows  the 
square  back  framed  by  the  two  big  horizontal  mem- 
bers which  is  probably  an  indication  of  a  date  later 
than  the  ones  with  the  simple  T-shaped  back.  (The 
supports  to  the  back  leg  arc  a  later  addition.) 

Gawthorpe  also  has  an  elaborate  and  unusual 
triangular  turned  chair  (No.  9)  with  reel-turning 
suggesting  a  seventeenth-century  date.  It  appears  to  be 
made  of  several  different  woods  including  yew  and 
walnut.  A  rustic  example  of  a  triangular  chair  (No.  10) 
appears  to  be  based  upon  the  earlier  fashionable  turned 
chairs.  Its  stick-like  members  foreshadow  the  Windsor 
chairs  of  the  mid-eighteenth  century.  It  is  probably  a 
transitional  type  between  the  early  triangular  chairs 
and  the  Windsor  variety,  although  the  splayed  front 
posts  are  reminiscent  of  some  Scandinavian  pieces  of 
the  thirteenth  century,  making  an  earlier  date  possible. 

The  exact  origins  of  the  three-legged  turned  chairs 
remain  mysterious,  but  the  surviving  specimens  have  a 
fascinating  and  independent  character  all  their  own, 
relics,  it  seems,  of  some  archaic  cultural  traditions. 

The  author  would  like  to  acknoti'ledqe  the  considerable 
assistance  received  from  the  staff  of  the  Department  of 
Furniture  and  Woodwork  of  the  Victoria  and  Albert 
Museum,  London  and  from  Dr.  IV.  O.  Hassall  and  his 
colleagues  of  the  Bodleian  Library,  Oxford. 

NOTES 

1 .  Illustrated  in  '1  )eutsche  Mobel  der  Vergangheit'  by 
F.  Luther,  p.  29. 

2.  'A  History  of  English  Furniture'  Volume  I,  Chapter  3, 
LawTcnce  and  Bullin  1904,  reprinted  Dover  Publications 
1972. 

3.  'The  Shorter  Dictionary  of  English  Furniture',  p.  1 16. 
Country  Life  1964. 

4.  'A  Short  Dictionary  of  Furniture',  p.  691.  Allen  and 
Unwin  1952. 

5.  Met.  Mus.  Studies.  Volume  v.  1934. 

6.  Chip-carving,  usually  of  geometric  designs  drawn  out 
with  compasses  and  contained  within  the  circumference 
of  a  circle,  is  found  in  Merovingian  work  as  early  as  the 
seventh  century  (eg.  the  Reliquary  of  St.  Mommolinus  at 
St.  Benoit-sur-Loire)  and  then  much  later  on  the  fronts  of 
chests  in  the  thirteenth,  fourteenth  and  fifteenth 
centuries. 

7.  The  form  ot  ark  chests  seems  independent  of  architecture 
and  is  vaguely  suggestive  of  Norse  boat-building  techniques. 
Some  Scandinavian  examples,  such  as  that  from  Valdres, 
are  attributed  to  the  twelfth  or  thirteenth  centuries. 

8.  'Guide  to  Furniture  Styles'.  1972. 

9.  Edwards,  op.  cit. 
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2.  Rcnnes  in  the  seventeenth 
century  -  the  Plan  Hevin 
of  1665. 

Musee  de  Bretagne,  Raines. 
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In  France  the  early  years  of  the  eighteenth  century  marked  a  new  beginning  for  urban  design. 
The  era  of  military  urbanisrn  and  the  construction  of  fortified  towns  along  Vitruvian  lines 
was  already  coming  to  a  close  when  Sebastien  Vauban,  the  greatest  exponent  of  this  art,  died 
in  1707.  When  Louis  XI  Vs  reign  ended  in  1715,  France  was  pretty  well  satiated  by  his 
orgy  of  display  at  Versailles.  It  is,  therefore,  no  surprise  that  the  greatest  achievement  of 
the  eighteenth  century  lav  not  in  the  creation  of  more  new  towns  but  in  the  moder- 
nisation  and  embellishment  of  existing  cities. 

ti  1 1  i  r  1  :imldi  v ;  of  rennes 

Classical  Urban  Design  in  Eighteenth-Century  France 


R.  J.  P.  Kain 


Succoured  by  the  patronage  of  the  nobility 
and  with  the  encouragement  of  town  councils, 
'  architects  throughout  the  eighteenth  century 
proposed  rcdcvelopments  for  a  number  of  cities  in 
France  including  Bordeaux,  Nantes,  Reims,  Nancy, 
Lyons  and  Rennes.  Classical  town  planning  had  long 
since  invested  the  straight  line  with  a  theoretical 
superiority  seeing  in  it  the  very  essence  of  human 
reason  and  will,  so  French  planners  cut  straight  streets 
through  tangles  ot  mediaeval  lanes,  contrived  monu- 
mental perspectives  and  lined  them  with  uniform, 
classical  facades.  In  place  of  town  walls,  parks  and 
promenades  were  laid  out.  To  this  essentially  Italian 
mixture  they  added  their  own  particular  ingredient, 
the  Place  Royale.  This  was  a  quite  new  kind  of  town 
square,  symbolic  of  the  power  ot  the  State  and  in 
particular  the  monarch.  It  acknowledged  the  power  of 
the  State  by  massing  public  buildings  together  and 
honoured  the  monarch  by  articulating  the  whole 
ensemble  around  his  statue.  Today  the  Places  Royales  of 
the  eighteenth  century  can  be  considered  the  highest 
expression  of  Renaissance  town  planning  in  France. 
Perhaps  the  finest  early  eighteenth-century  examples 
in  the  provinces  are  at  Rennes,  the  regional  capital  of 
Brittany.  Pierre  Lavcdan,  the  doyen  of  French  archi- 
tectural historians,  counts  these  amongst  the  most  per- 
fect works  of  French  architecture. 1 

In  Rennes,  as  in  many  other  cities  in  Europe,  the 
opportunity  for  rebuilding  was  the  one  fortuitous 
result  of  an  otherwise  catastrophic  tire.  About  mid- 
night on  23  December  1720,  a  drunken  carpenter  set 
light  to  his  house  in  the  rue  Tristin  close  to  the  cathe- 
dral (No.  1).  The  fire  spread  very  quickly  and  burnt 
for  seven  days  destroying  almost  the  whole  centre  of 
the  town  from  the  Champ  Jacquet  in  the  north  to  the 
river  Vilaine  in  the  south  and  from  Saint-Germain  111 


the  cast  to  the  rue  du  Chapitre  in  the  west.  About  nine 
hundred  and  forty-five  buildings  in  thirty-two  streets, 
were  completely  destroyed.2 

The  Rennes  which  was  burnt  down  was  hardly  a 
beautiful  city  even  by  seventeenth-century  standards. 
The  Hevin  plan  of  1665  shows  the  main  elements  of  its 
form  (No.  2).  The  ancient  cite,  shown  as  'a',  is  sur- 
rounded by  a  third-century  Gallo-Roman  wall.  This 
small  area  which  extends  from  the  present  rue  de  la 
Monnaie  to  the  eastern  end  of  the  rue  du  Chapitre 
marked  the  outer  limit  of  Rennes  until  the  fifteenth 
century.  Then  population  growth,  particularly  as  a 
result  of  the  immigration  of  artisans  from  Normandy, 
required  two  further  circumvallations  in  quick  suc- 
cession. The  first  of  these  was  begun  in  1422  and  en- 
larged the  town  to  the  east  as  far  as  Saint-Georges.  The 
area  it  enclosed  was  called  the  Ville-neuve  and  is  mark- 
ed as  'b'  on  the  Hevin  map.  The  second  fifteenth- 
century  wall  extended  Rennes  to  the  marshes  south  of 
the  river  and  included  the  nouvelle  ville  or  ville  basse  so 
named  in  contrast  to  the  older  ville  haute  on  higher, 
sloping  land  north  ot  the  river.  The  town  retained 
more  or  less  the  same  appearance  from  the  end  of  the 
fifteenth  century  when  this  wall  was  completed,  until 
the  time  of  the  tire.  Streets  were  narrow,  winding  and 
tortuous.  Buildings  rose  directly  from  their  edge  and 
their  overhanging  storeys  cut  out  almost  all  light  and 
air.  Most  houses  w  ere  ot  timber  construction  not  very 
different  from  those  being  painstakingly  restored  at  the 
moment  in  the  Champ  jacquet  (Nos.  3  and  4).  Stone 
was  reserved  for  the  hotels  particuliers  of  the  wealthy 
and  for  monumental  arc  hitecture.  South  of  the  river 
conditions  were  even  worse.  Here,  on  land  always 
liable  to  flood,  the  least  fortunate  inhabitants  of  the 
town  sought  shelter  in  their  baroques,  single  storey  huts 
hardly  meriting  the  name  house. 
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'  After  providing  for  the  immediate  needs  of  refugees 
om  the  fire,  the  King's  Intendant  and  the  city  Com- 
unaute  had  to  plan  for  permanent  reconstruction.  The 
mplest  solution  would  have  been  to  rebuild  the  cen- 
al  area  on  the  same  building  lines.  Each  proprietor 
light  have  rebuilt  his  property  according  to  his  w  ishes 
id  depending  on  his  means.  Hut  the  Intendant  was 
•heinently  opposed  to  such  a  piecemeal  approach, 
[e  wanted  to  make  full  use  of  the  opportunity  offered 
y  the  tire  to  completely  redesign  the  ville  haute. 
rchitccts  were  invited  to  submit  plans  for  this  and 
vo  local  men,  Huguet  and  Foresticr,  submitted  their 
leas.  But  in  their  schemes  the}'  failed  to  acknowledge 
ttitemporary  taste  which  required  straight  streets 
ranged  in  a  radial,  or  more  commonly  in  France,  a 
rid  pattern.  Their  plans  were  turned  down  and 
enncs,  in  common  with  other  provincial  cities,  look- 
1  to  Paris  to  supply  the  architects  of  its  major  works, 
ouis'  Conseil  appointed  the  director  of  fortifications 
i  Brittany,  Robelin,  to  devise  a  scheme  for  rebuilding 
pines. 

Robelin  certainly  brought  the  'grand  design'  ap- 
roach  of  the  Renaissance  to  Rcnnes.  His  idea  was  not 
ist  to  rebuild  the  burnt  out  parts  but  to  remodel  the 

hole  city  both  north  and  south  of  the  river.  It  was  a 
ancept  which  he  also  developed  in  the  classic  manner 
f  the  French  Renaissance.  He  restored  order  from 
baos  by  creating  two  great  public  open  spaces  and 
lonumcntal  vistas  (No.  5).  He  used  a  straightened  and 


Left  ami  above. 

3.  and  4.  Restored  sixteenth-century  houses  in  the  Champ 
Jacquet  area.  Author's  photograph. 

5.  Robelin's  grid  design  for  the  rebuilding  of  Rcnnes 
after  the  fire  of  1 720  -  the  Plan  Foresticr  of  1 726. 
Music  de  Bretagne,  Reimes. 
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A  Plan  of  a  Robelin  House 

B  Cross-section  of  a  Robelin  House 

C  Robelin's  Treatment  of  Sloping  Sites 

D  Gabriel's  Treatment  of  Sloping  Sites 


rjUDt 

m 

u 

0 

:; 

u 

ID' 

a' 

0 

D 

DI 

ID 

D 

DI 

3D 

D 

ODOC 

ID 

0 

:: 

0 

D 

D 

DDI 

in 

D 

0 

DI 

ID 

D 

01 

3D 

D 

;, 

n 

nnn 

n 

nw 

in 

- 1 

! 

nni 

m 

;i. 

ni 

IP 

n 

r 

• 

1 

D 

m 

DO 

HE 

3  In). 

1=1 1 

I'D 

— ^ 

D 

6  6  6 


DDDDD 


onnnn 


D 


20  m 


DQDDD 


DDDD 


DDDDD 


D 


DDDDD  D  □  D  DDDDD 


D 


a  a 


DDDDD  □  □  D  DDDDD 


□ 


□  □ D  DDDDD 


Paoann 


6.  Designs  for  luuscs  t;>  be  used  in  x.i:  rebuildiaj 
(adapted  from  C.  Niercs,  La  reconstruction  d'une  ville  dn 
xvmc  sieclc). 

canalised  river  to  provide  an  east-west  axis  about 
which  a  grid  of  streets  to  the  north  and  south  could  be 
organised.  His  use  of  the  age  old  grid  reflected  his 
military  engineering  background  and  also  perfectly 
accommodated  his  taste  for  symmetry,  perspective  and 
axial  views.  Robelin  also  specified  massive  stone-built 
houses  to  avoid  any  possible  repetition  of  fire  (Nos.  6a, 
b,  c).  His  drawings  show  arcaded  ground  floors  in 
dressed  granite  housing  boutiques  and  small  shops  and 


then  three  more  principal  floors  surmounted  by  I 
enormous  mansart  roof  pierced  with  dormers.  Hoi- 
zontality  is  accentuated  by  decreasing  the  spacil 
between  floors  and  separating  them  by  strongly  niar] 
ed  string  courses.  The  only  vertical  elements  are  tl 
windows  which  with  their  alternate  straight  and  sc; 
mcntcd  pediments  impart  some  rhythm  to  the  facad 
Robelin's  building  sites  were  sufficiently  deep  for| 
second  corps  cic  logis  to  be  built  separated  from  the  fn 
by  a  courtyard  and  connected  to  it  by  side  gallcri 
(No.  6b).  His  plans  were  extremely  detailed.  F. 
example,  he  designated  the  particular  use  of  rooms  ar; 
even  went  so  far  as  to  specify  the  dimensions  ar] 
locations  of  beds  (No.  6a). 

Robelin's  plan  had  some  defects  in  common  wi 
other  urban  designs  produced  in  the  Renaissance.  It  wj 
an  abstract  and  theoretical  conception.   His  'iddj 
houses  ,   based  closely  on  Le  Muet's  seventeentl 
century   building   handbook,   entirely   ignored  t\ 
actual  layout  of  property  units  in  Rcnnes.  Anoth 
problem  was  caused  by  the  steeply  sloping  streets  of  tl 
ville  haute.  To  maintain  the  horizontal  emphasis  < 
facades  and  to  keep  rooflines,  cornices  and  striii 
courses  at  the  same  level  without  breaks  downslope,  1 
incorporated  entresols  in  the  lower  two  houses  of  cad 
block  (No.  6c).  This  was  a  well-tried  but  expensi' 
technique  which  Bullet,  for  example,  had  employed 
drawings  for  buildings  on  the  rue  Saint-Martin 
Paris.  But  Rcnnes  was  not  Paris  and  the  Coniiiiintai 
thought  that  these  details,  and  indeed  the  whole  coi 
cept  of  w  ide  streets,  too  extravagant  for  a  small  pri 
vincial  town  of  about  twenty-five  thousand  inhab 
tants.  The  grid  pattern  required  a  radical  revision  of  tl 
pre-fire  cadastre  and  there  was  understandable  oppo:- 
tion  from  proprietors  likely  to  be  dispossessed  in  tl 
necessary  remembrement.  A  final  straw  for  the  Com 
munauti  was  Robelin's  insistence  that  all  four  storeys  I 
rebuilt  in  stone  with  expensive  mansart  instead  f 
simple  French  roofs.  But  with  an  arrogance  charactcl 
istic  of  the  ancien  regime  the  Conseil  in  Paris  paid  seal 
attention  to  these  protests  from  the  provinces  and,  I 
June  1723,  ordered  the  implementation  of  Robeliil 
plans.  He  did,  however,  allow  a  reduction  in  the  null 
ber  of  building  storeys  away  from  the  main  streets 
left  the  exact  design  of  cellars  and  the  choice  of  ins 
ial  for  interior  walls  to  the  discretion  of  individil 
builders.  This  decree  did  little  to  improve  Robelii 
relationships  with  the  Communaute  which  had  be 
rather  strained  ever  since  his  arrival  in  Renncs.  Wh 
he  retired  in  1724  it  was  much  to  the  relief  of  all  co 
ccrned.  In  his  place  Paris  appointed  Jacques-Ju 
Gabriel,  a  relative  of  the  Parisien  architect  L01 
Hardouin-Mansart  and  at  fifty-seven  still  very  mu 
at  the  height  of  his  powers.  After  working  on 
Renncs  redevelopment  he  created  another  masterpi 
in  the  city  of  Bordeaux  and  became  Louis  xv's  pren 
architccte  in  1734. 
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Gabriel  found  very  little  fault  w  ith  Robelin's  ox  er- 
all  street  plan  which  he  thought  quite  excellent.  Hut  he 
also  understood  the  Cotnmunaute"s  apprehension  about 
the  cost  of  Robelin's  proposals  for  rebuilding  their 
city.  So,  to  reduce  the  financial  burden,  he  advised  that 
mansart  roofs  be  retained  only  for  buildings  on  the 
principal  squares  and  be  replaced  elsewhere  by  the 
vernacular  comble  frangais.  He  also  devised  a  more 
orthodox  scheme  for  dealing  w  ith  sloping  streets  that 
did  not  require  expensive  entresols  (No.  6d).  Though  he 
relaxed  Robelin's  design  standards  away  from  the 
mam  squares,  Gabriel's  particular  contribution  to  the 
philosophy  of  French  urban  design  in  the  eighteenth 
century  lay  in  his  treatment  of  the  two  principal 
squares  at  Rennes.  the  Place  du  Palais  and  the  Place  de 
la  Mairie.  Gabriel  conceived  the  Place  du  Palais  in 
terms  of  a  magnificent  Place  lloyalc  dedicated  to 
Louis  xiv  and  with  the  seventeenth-century  Palais  du 
Parlement  occupying  its  north  side.  The  Palais  itself 
is  the  work  of  Marie  de  Mcdicis'  architect  Salomon  de 
Brosse  and  bears  some  family  resemblance  to  his 
Luxembourg  palace  (No.  7).  In  plan  it  is  a  square  with 
the  south  side  flanked  by  two  prominent  wings.  The 
piano  nobile  is  of  soft  white  stone  and  set  on  a  deeply 


rusticated  granite  ground  storey.  It  is  adorned  with 
Tuscan  pilasters  and  pierced  by  majestic  windows  with 
full  round  arches  in  contrast  to  pedimented  openings 
in  the  flanking  pavilions.  The  frieze  is  ornamented 
with  triglyphs  and  the  cornice  separated  from  the 
steeply  pitching  roof  by  an  elegant  balustrade.  With 
their  three  storeys,  regal  Ionic  order  and  mansart  roofs, 
the  facades  for  the  other  three  sides  of  the  square  arc 
quite  similar  to  those  of  Hardouin-Mansart's  Place 
Vendomc  in  Paris.  They  are  altogether  more  monu- 
mental than  Robelin's  work  and  the  contrast  between 
the  two  men's  approaches  can  be  seen  on  the  south  side 
of  the  square  where  the  Hotel  du  Muce  was  actually 
built  to  Robelin's  drawings  (No.  8).  With  one  storey 
fewer,  Gabriel's  buildings  are  almost  as  high  as  the 
Hotel  du  Muce.  While  Gabriel  applied  his  decoration 
w  ith  a-  light  touch,  his  predecessor's  style  in  comparison 
seems  severe,  almost  monotonous.  Robelin  was  very 
much  a  slave  to  rules  and  system,  a  true  classicist  and, 
of  course,  an  engineer.  Gabriel,  on  the  other  hand,  was 
more  flexible  and  adaptable,  not  at  all  like  the  men 


7.  Salomon  de  Brossc's  Palais  du  Parlement,  1618-1655. 
Author's  photograph. 
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8.  Place  du  Palais,  c.  1730.  Auilior's photograph. 

guided  by  the  principal  of  uniformity  that  the  abbe 
Laugier  describes  in  his  influential,  'Essai  sur  l'archi- 
tecture'.  Gabriel  at  Rcnncs  was  a  herald  of  the  roman- 
tic ideas  which  with  their  vitality  replaced  the  sterility 
of  much  later  eighteenth-century  Nco-classicism.  His 
houses  certainly  impart  a  majesty  and  elegance  to  the 
square  in  a  manner  fully  in  keeping  with  the  style 
Louis  xiv.  The  statue  of  Louis  was  removed  in  the 
Revolution  and  the  square  was  terraced  in  1935  so  wc 
do  not  see  it  today  exactly  as  Gabriel  built  it.  But  since 
1959  the  Department  of  Historic  Monuments  has  been 
renovating  the  stonework  which  will  restore  the 
buildings  to  their  former  splendour.  The  Place  du 
Palais,  with  its  majestic  axis  running  away  south  to  the 
river  and  to  modern  redevelopment  beyond,  is  still 
very  much  the  central  focus  of  the  city  as  both  Robelin 
and  Gabriel  intended  it  to  be  (No.  10). 

There  arc  many  beautiful  Places  Royales  in  France 
but  what  is  unique  at  Rennes  is  the  way  that  Gabriel 
linked  the  Place  Louis  xiv  with  a  second  Place  Royale, 
the  Place  Louis  xv,  now  the  Place  de  la  Mairie.  The 
two  squares  linked  on  the  diagonal  are  still  a  long  way 
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perhaps  from  the  Baroque  conception  of  linked  spaces 
which  Emmanuel  Here  created- at  Nancy  in  the  1750s 
but,  the  squares  at  Kenncs  (No.  9)  mark  a  significant 
move  away  from  a  seventeenth  century  view  of 
Places  Royales  as  self-contained  squares  visually  at 
rest.  After  several  false  starts.  Gabriel  produced 
the  present  arrangement  with  the  Hotel  de  Ville 
and  the  Presidial  occupying  the  west  side  of  the 
square  linked  by  a  Corinthian  clock  tower  at  the  base 
of  which  was  set  the  statue  of  Louis  xv  (No.  11). 
Work  began  in  1730  but  was  not  finished  until  T762 
under  the  direction  of  Gabriel's  son,  Anges-Jacques. 
Unfortunately,  money  ran  short  before  the  Governor's 
palace  could  be  built  opposite  the  Hotel  de  Ville 
and  its  site  was  taken  in  the  1830s  for  a  theatre. 

In  fact,  shortage  of  money  in  this  relatively  small 
provincial  city  which  was  trying  so  hard  to  emulate 
the  fashionable  inner  districts  of  Paris  was  a  constant 
concern  for  those  involved  in  its  planning.  Gabriel's 
solution  was  to  concentrate  on  the  big  public  buildings 
to  produce  'instant  ostentation'.  Everything  else  had  to 
wait:  the  quays,  for  instance,  were  not  constructed 
until  the  middle  of  the  nineteenth  century  (No.  12). 
The  renaissance  of  the  whole  city,  the  sheet  anchor  of 
Robclin's  plan,  had  to  await  recent  redevelopment 
south  of  the  river  coupled  witha  policy  of  conservation 
in  the  ville  haute.  The  whole  of  the  central  area  of 
Rennes  including  the  mediaeval  parts  spared  by  the 
fire  and  the  area  rebuilt  in  the  eighteenth  century,  in  all 
some  thirty-three  hectares,  was  declared  a 'Safeguarded 
Sector'  in  1969  under  the  Malraux  Act.3  This  inspired 
policy  of  the  French  government  which  couples  reno- 
vation and  rehabilitation  of  historic  structures  with  the 
demolition  of  eye-sores  will  heighten  still  further  the 
charm  of  Rennes  and  should  ensure  the  survival  of  its 
splendid  Renaissance  streets  beyond  the  end  of  this 
European  Architectural  Heritage  Year. 
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Of  the  engraved  silver  tankards  and  flagons  which  Sir  Edmund  Berne  Godfrey,  a  London  magJ 
istrate,  presented  to  his  friends  to  celebrate  his  public-spirited  activities  during  the  Great  Plague 
and  the  Fire  of  London,  all  but  one  of  the  known  examples  are  dated  1765/76.  Marking  the: 
tercentenary  of  the  tankards,  Roger  Lushington  speculates  as  to  their  origin,  locates  the  recorded 
examples,  and  describes  the  career  of  Sir  Edmund  Berrie  Godfrey,  who  was  apparently  strangled 
in  1678,  a  few  weeks  after  Titus  Oates  had  sworn  the  details  of  the  Popish  Plot  to  him. 

THE  TANK ARDS  OF 
SIR  EDMUND  BERRIE  GODFREY 

Roger  Lushington 


1.  Anonymous. 

Sir  Edmund  Berrie  Godfrey. 

National  Portrait  Gallery. 


Three  hundred  years  ago  the  London  magi- 
strate Sir  Edmund  Berrie  Godfrey  presented  a 
number  of  engraved  silver  tankards  and  flagons 
to  various  friends  of  his,  which  commemorated  his 
activities  during  the  Great  Plague  of  1665  and  the  Fire 
of  London  of  1666.  These  masterpieces  of  seventeenth- 
century  English  silverware  are  often  referred  to  as  'Fire 
of  London'  tankards  -  though  'Plague'  tankards  would 
be  equally  appropriate.  They  arc  supreme  examples  of 
the  London  silversmiths'  art  of  this  period,  being  en- 
graved with  a  central  panel  showing  the  Godfrey  arms 


beneath  those  of  Charles  11,  flanked  by  pictures  or  the 
Plague  and  Fire,  accompanied  by  laudatory  Lati 
inscriptions.  The  donor,  Sir  Edmund  Berrie  Godfrey 
also  has  the  unenviable  fame  of  having  been  the  victim 
in  one  of  history's  most  famous  whodunnits. 

Sir  Edmund  Berrie  came  from  a  Kentish  family  of 
distinction;  his  father,  Thomas  Godfrey,  was  at  one 
time   Member  of  Parliament  for   New  Romncy 
Edmund  Berrie  was  born  at  Sellinge  in  1621.  His 
father's  diary  relates:  'my  wife  was  delivered  of  an 
other  son  the  23 0  December,  between  3  and  4  of  th 
clock  in  the  morning,  being  Sunday;  he  was  christene 
the  1 3" January  being  Sunday.  His  godfathers  were  my 
cousin  John  Berrie,  Esq.  Captain  of  the  Foot  Company 
of  the  town  of  Lydd,  and  my  neighbour  Peter  Edmund 
Harrison,  the  King's  embroiderer.  They  named  my 
son  Edmund  Berrie,  the  one's  name  and  the  other' 
Christian  name".  (Berrie  is  more  often  spelt  as  Berry,  or 
Bury,  due  to  the  association  of  this  spelling  in  the  town 
Bury  St.  Edmunds.) 

In  due  course  Edmund  Berrie  set  up  business  in 
London  as  a  woodmonger  or  firewood  merchant 
living  in  a  house  near  Charing  Cross,  overlooking  his 
woodwharf  at  Hungerford.  Later  he  was  to  combine 
this  private  business  with  public  duties  as  a  magistrate 
He  was  knighted  by  Charles  11  in  September  1666  fo 
services  rendered  during  the  Great  Plague  of  London 
and  the  subsequent  Great  Fire.  He  was  described  by  the 
Rector  of  St.  Martin's  in  the  Fields,  in  whose  parish  he 
resided,  'as  being  the  best  esteemed  Justice  of  the  Peace 
in  England".  The  Court  Rolls  dated  17  October  1666 
request  'Sir  Gilbert  Talbot,  Knight,  Master  and 
Treasurer  of  His  Majesty's  Jewell  House  to  prepare 
and  deliver  unto  Sir  Edmundbury  Godfrey,  Knight 
Eight  hundred  ounces  of  white  plate  as  a  Gift  from  His 
Majesty'.  There  is  also  a  reference  in  Pepys'  Diary  for 
1  May  1667  which  reads 'My  seeing  at  Sir  Robert  Viners 
two  or  three  great  silver  flagons,  made  with  inscrip 
tions  as  gifts  of  the  King  to  such  and  such  persons  of 
quality  as  did  stay  in  Town  the  late  great  plague  for  the' 
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keeping  of  tilings  in  order  in  the  town  .  However,  Sir 
Edmund  incurred  the  King's  disfavour  shortly  after- 
wards, though  how  long  this  lasted  is  not  known. 
Pepys  states  in  his  diary:  'May  26  1669.  One  Sir 
Edmund  Bury  Godfrey,  a  vvoodmonger  and  Justice  of 
the  Peace  in  Westminster,  having  two  days  since 
arrested  Sir  Alexander  Frazer  for  about  /jo  in  firing, 
the  bailiffs  w  ere  apprehended,  committed  to  the  Por- 
ter's Lodge,  and  there,  by  the  King's  command,  the 
last  night  severely  whipped,  from  which  the  justice 
himself  very  hardly  escaped  to  such  an  unusual  degree- 
was  the  King  angered'.  This  may  account  for  the 
remark  by  Peter  Le  Neve  about  Sir  Edmund  Berrie 
'that  this  is  certain,  he  was  a  melancholy  man'. 

In  [678  he  was  murdered  -  a  few  weeks  after  Titus 
Oarxs  had  sworn  the  details  of  the  Popish  Plot  to  him. 
To  this  day  the  circumstances  of  his  death  remain  a 
mystery.  One  most  graphic  contempory  account  is 
that  given  in  a  letter  from  a  Mr.  William  Griffith  dated 
17  October  1678  '.  .  .  but  last  night  we  had  news  of  the 
corps  being  found  among  bushes  and  briars  in  a  dry 
ditch,  far  out  of  the  roadway  between  Primrose  Hill 
and  St.  John's  Wood,  with  his  own  sword  thrust  thro' 
him,  which  was  done  by  the  bloody  murtherers  to 
raise  a  suspicion  of  his  having  made  away  with  himself. 
But  upon  full  enquiry  yesterday,  both  the  coronor's 
inquest  and  some  of  his  own  friends,  a  verdict  is  found 
of  his  having  been  feloniously  murdered  by  some  un- 
known persons  and  these  no  common  highwaymen  or 
cutpurses,  he  having  a  very  considerable  sum  of  money 
both  gold  and  silver  found  about  him  in  his  pockets,  as 
also  his  watch,  and  rings  on  his  fingers;  but  no  papers, 
it  is  said,  of  any  sort,  tho'  he  seldom  went  without 
some  of  great  concern  about  him.  He  appears  upon 
search  to  have  been  strangled,  and  that  with  some 
other  violence  first,  having  some  bruises  on  the  breast 
and  head,  the  blood  all  settled  in  his  face;  which  you 
may  remember  was  always  palish,  or  rather  sallow. 
The  impression  of  the  cord  about  his  neck  was  also 
very  evident,  and  a  cross  broad  wound  in  his  breast; 
besides  that  his  own  sword  was  in,  which  was  not  at  all 
bloody,  nor  they  say  his  shirt  neither.  So  that  it  is 
rationally  supposed,  that  after  he  had  been  strangled, 
somewhere  privately,  here  about  town,  they  carried 
him  out  in  the  night,  and  thrust  his  sword  thro'  him 
after  he  was  cold  ....  The  first  discovery  is  said  to  have 
been  by  a  butcher's  dog  ranging  thereabout,  his  master 
going  to  buy  an  hog,  or  some  other  cattle,  at  a  farm- 
house that  way'.  In  the  ensuing  wave  of  popular  indig- 
nation against  the  'Papists'  three  men  were  condemned 
and  executed  for  the  crime  -  by  coincidence  one  had 
the  surname  of  Berry.  However  some  doubt  has  since 
been  expressed  on  the  justice  of  the  verdict,  and  it  is 
thought  that  Titus  Oatcs  and  his  associates  were  more 
likely  to  have  been  involved.  In  recent  years  the  crime 
writer  John  Dickson  Carr  resurveyed  the  evidence  and 
suggested  that  Lord  Pembroke  was  probably  the  real 
culprit. 


Not  mam  portraits  are  known  of  Sir  Edmund 
Berrie.  The  one  illustrated  hangs  in  the  National 
Portrait  Gallery,  and  may  well  be  the  same  one  that 
hung  for  many  years  in  the  vestry  of  St.  Martin's  in  the 
Fields.  There  is  also  an  engraved  portrait  by  Van  Hone 
in  existence,  as  well  as  one  or  two  other  oil  paintings. 

As  already  mentioned  the  tankards  bear  the  Royal 
arms  of  Charles  II  above  those  of  Sir  Edmund  Berrie  on 
the  front,  with  scenes  of  the  Great  Plague  and  the 
Great  Fire  on  either  side.  The  Latin  inscriptions  have 
been  translated  as:  'The  gift  of  Sir  Edmund  Berrie 
Godfrey,  an  active  and  upright  magistrate  who,  after 
having  rendered  invaluable  service  in  checking  the 
progress  of  the  Plague,  received  from  King  Charles  11 
with  the  consent  of  his  Privy  Council,  a  silver  flagon 
to  perpetuate  the  memory  of  his  patriotic  efforts.  By 
the  Grace  of  God  and  the  favour  of  King  Charles  11. 
Others'  woes  were  his  weal,  ebg  1665'.  On  the  other 
side  the  tankard  reads:  'A  man  truly  born  for  his 
country.  When  a  terrible  hre  devastated  the  City,  by 
the  Providence  of  God  and  his  own  merit  he  moved  in 
safety  through  the  flames.  Afterwards  at  the  express 
desire  of  the  King  (but  deservedly  so),  Edmund  Berrie 
Godfrey  was  created  a  Knight  in  September  1666.  For 
the  rest,  let  public  report  speak'. 

There  is  still  some  mystery  about  the  origin  of  these 
tankards.  The  working  implies  that  they  were  given  by 
Sir  Edmund  Berrie  to  the  recipients  -  'Ex  dono  ebg'  - 
rather  than  being  presented  to  him  by  the  King.  There 
is  also  the  reference,  in  the  plague  inscription,  to  the 
silver  flagon  received  from  Charles  11.  It  seems  likely 
that  they  were  made  from  the  800  ounces  of  plate  he 
received,  some  years  after  the  event,  to  give  to  his 
friends.  The  original  flagon  has  probably  vanished, 
though  a  sale  in  the  late  nineteenth  or  early  twentieth 
century  listed  Lot  1899  as  'The  Original  Tankard 
presented  by  Charles  11  to  Sir  Edmund  Berry  Godfrey 
in  the  year  1666'.  Unfortunately  insufficient  informa- 
tion is  given  on  which  to  base  any  conclusion;  the 
quoted  weight  of  35  ounces  I3dwt.  and  height  of  6^ 
inches  are  the  only  real  clues.  It  seems  unlikely  however 
that  it  was  the  'flagon'  mentioned,  as  like  the  other 
tankards,  it  bore  the  inscription  'Ex  dono  ebg'  -  the 
gift  of  EBG. 

The  tankards  were  all  made  in  London,  but  fall  into 
two  main  categories.  Firstly,  there  is  the  tankard  in  the 
Morgan  collection  in  America  which  is  dated  1673/74 
and  is  the  only  known  example  of  this  date.  The 
remainder  are  all  dated  1675/76  and  were  made  by  a 
silversmith  identified  by  the  mark  in  contained  in  a 
heart  with  a  mullet  beneath. 

The  Morgan  specimen  is  almost  certainly  the  one 
already  mentioned  as  Lot  1899  -  the  so-called  Original 
Tankard.  Unfortunately,  apart  from  a  lengthy  history 
of  Sir  Edmund  Berrie  Godfrey's  life  the  catalogue 
omits  the  vital  tankard  details  such  as  maker  and  year. 
However  the  stated  height  of  6^  inches  ties  in  with  the 
description  given  of  the  Morgan  tankard  in  Jackson's 
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"Illustrated  History  ot  English  Plate.  Volume  I. 
published  in  191 1.  This  is  lower  than  the  in  examples 
which  are  nearer  ~\  inches  high.  Jackson  quotes  a  date 
of  1665/66  but  this  is  incorrect,  as  pointed  out  in  an 
article  in  Antiques  of  December  1954  -  it  should  be 
1673/74.  The  maker's  mark  is  OS  with  three  pellets 
above  and  a  trefoil  slipped  below.  Unfortunately  the 
illustration  in  Jackson  s  (fig.  240)  is  of  poor  quality  and 
shows  little  of  the  engraved  detail.  The  tankard  was 
exhibited  at  the  Burlington  Fine  Arts  Club  in  1901 
(no.  B34).  It  is  said  to  lack  some  of  the  details  in  the 
picture  ot  the  Fire  which  appear  in  the  later  versions, 
and  the  coffin  bearers  are  understood  to  wear  caps 
rather  than  hats.  The  inscription  is  however  identical  in 
wording  to  the  other  tankards. 

There  is  a  second  tankard  in  the  Morgan  collection, 
dating  from  1675/76  with  the  in  maker's  mark.  This 
was  also  purchased  early  this  century,  but  its  previous 
history  is  unknown. 


2.  The  Sudbury  tankard,  note  the  domed  lid. 
Sudbury  Town  Council. 


Probably  the  best  known  and  documented  1675/76 
example  is  that  owned  by  the  Sudbury  Town  Council. 
This  was  presented  to  the  Borough  of  Sudbury  in  1688 
by  Sir  Gervasse  Elwes,  their  Member  of  Parliament 
from  1679  to  1684.  Its  lid  has  been  changed  from  the 
original  flat  cap-shape  to  domed  at  some  stage  of  its 
existence,  but  apart  from  that  it  is  typical  ot  all  the  in 
tankards.  It  was  exhibited  at  the  Goldsmiths  Hall. 
London,  in  19*52  at  the  Exhibition  of  Corporation 
Plate  (no.  66),  and  was  mentioned  in  the  Antiques 
article.  It  was  also  the  subject  of  a  letter  in  The  Gentle- 
mans  Magazine  of  November  1848  from  G.  W. 
Fulcher,  the  then  Mayor  of  Sudbury,  which  resulted  in 
the  publication  of  a  number  of  facts  about  Sir  Edmund 
Berrie  Godfrey,  some  of  which  have  been  used  in  this 
article.  The  letter  reads  "A  curious  old  Tankard,  the 
property  of  our  Corporation,  is  now  in  my  possession 
as  Mayor  of  this  borough.  It  is  of  silver,  weighs  38  oz. 
and  holds  three  pints  and  a  half.  It  was  the  property  of 
the  celebrated  Sir  Edmund  Berrie  Godfrey,  whose 
mysterious  death  occasioned  so  much  commotion  in 
the  year  1678,  and  the  particulars  of  which  are  thus 
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was  sold  by  Christie's  in  1971,  as  Lot  SN,  on  behalf  of 
Mrs.  David  Gubbay.  This  specimen  is  -j\  inches  high 
and  weighs  38  ounces  2  dwt.  (1 1X5  grammes). 

Christie's  offered  yet  another  of  these  tankards  for 
sale  111  fune  of  tins  year,  which  was  bought  back  by  its 
owner,  ford  Lonsdale.  This  example  is  believed  to 
have  been  owned  by  the  Lonsdale  family  since  the 
early  years  of  the  nineteenth  century.  It  toured  Europe 
with  a  collection  of  the  best  of  English  silverware  in 
1957/5H.  The  weight  is  37  ounces  14  dwt.  (1172 
grammes). 

The  tankard  currently  to  be  seen  in  the  silverware 
collection  at  the  Victoria  and  Albert  museum  is  on 
loan  from  J.  L.  Brooksbank  to  w  hose  ancestor  Thomas 
Lamplugh  (1615-1691),  Archbishop  of  York,  it  was 
presented  by  Sir  Edmund  Berrie  Godfrey.  It  is  prob- 
ably the  only  example  to  remain  w  ithin  one  family 
since  the  original  bestowal. 

Last,  but  by  no  means  least,  we  come  to  the  tankard 
which  has  been  owned  by  the  Lushington  family  since 
the  early  years  of  the  eighteenth  century;  though  to 
the  best  of  my  know  ledge  this  is  the  first  time  that  the 
specimen  has  been  described  in  print,  or  its  existence 


3.  The  Lonsdale  tankard.  View  of  the  Royal  and  Godfrey  arms 
Christie's. 

4.  The  Lonsdale  tankard.  View  of  the  plague  side. 
Christie's. 


related  by  Bishop  Burnet'.  He  then  quotes  an  essen- 
tially similar  account  to  that  already  given,  ending  'All 
this  I  saw,  for  Dr.  Lloyd  and  I  went  to  view  the  body. 
There  were  many  drops  of  white  wax-lights  on  his 
breeches,  which  he  never  used  himself;  and,  since  only 
persons  of  quality  or  priests  use  those  lights,  this  made 
all  people  conclude  in  whose  hands  he  must  have  been'. 

Another  well-known  example  is  the  tankard  now  111 
the  possession  of  the  London  Museum,  which  w  as 
acquired  in  1972.  This  is  also  briefly  mentioned  in 
Antiques  having  been  sold  earlier  that  year  by  Sotheb)  s. 
Previous  to  that  it  was  in  the  Alan  P.  Good  collection, 
and  had  been  exhibited  at  the  Park  Lane  Loan  Exhibi- 
tion in  1929  (no.  266).  It  changed  hands  again  when  it 
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5.  The  Museum  of  London  tankard.  View  of  die  plague  detail. 
The  Museum  oj  London. 

Below  left. 

£  The  Museum  of  London  tankard.  View  of  the  fire  detail. 
The  Museum  oj  London. 


revealed.  The  link  between  the  tankard  and  the  family 
is  particularly  interesting.  Sir  Edmund  Berric 
Godfrey's  niece,  Catherine  Godfrey,  married  Stephen 
Lushington  of  Sittingbournc  in  1699,  and  their  son 
Thomas  Godfrey  Lushington  purchased  the  tankard  in 
view  of  the  family  connection.  Since  then  the  tankard 
lias  been  handed  down  through  seven  generations. 
The  quartering  of  the  Godfrey  arms  (three  pelicans' 
heads  erased  vulning  themselves)  with  those  of  the 
Lushingtons  dates  also  from  this  period. 

In  a  letter  to  his  son,  James  Stephen,  dated  16  May 
1756,  Thomas  Godfrey  Lushington  wrote: 

'.  .  .  I  find  that  I  must  sell  some  of  my  Old  Plate  to 
bring  it  within  400  Ounces,  that  I  may  be  charged  but 
15s.  per  Annti.  Now  you  know  you  claim  the  little 
Tankard  weighs  24  Ounces,  &  ye  Porringer  which 
weights  7  oz.  10  dwt.  I  have  a  large  Tankard  of  Sir 
E.  B.  Godfreys  which  I  value,  &  Weighs  37  oz.  1 5  dwt., 
by  which  you'd  Observe  if  we  Exchange,  you'l  be  a 
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Gainer.  And  I  shall  have  that  Tankard  kept  in  my 
Family  (for  I  charge  you  never  to  part  from  it)  which 
will  answer  the  End  I  had  in  Buying  it;  if  you  approve 
of  this  Scheme,  1  shall  preserve  my  Favourite  Tankard, 
and  sell  only  the  Porringer  c\  a  few  old  Trumpery 
Pieces  .  .  .'. 

Both  the  quality  of  the  engraving  and  the  surface 
finish  of  this  tankard  are  outstanding.  Perhaps  it  did  not 
get  the  same  amount  of  polishing  as  some  of  the  others, 
since  it  has  only  lost  2  dwt.  of  its  weight  over  two 
hundred  and  fifty  years.  The  planishing  marks,  where 
the  silver  sheet  has  been  shaped  with  hammers,  are  still 
clearly  visible  on  both  lid  and  body.  The  height  is 
7!  inches  and  the  base  diameter  5!  inches. 

To  this  list  of  tankards  can  be  added  one  solitary 
flagon.  This  also  belongs  to  Lord  Lonsdale  and  has 
been  on  show  for  some  years  at  the  Victoria  and  Albert 
Museum,  together  with  the  Brooksbank  tankard.  The 
flagon  was  also  made  in  1675/76,  and  bears  the  in 
makers  mark. 
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9.  The  Lushington  tankard,  the  plague.  Christie's. 
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In  the  past,  there  seems  to  have  been  a  remarkable 
lack  of  knowledge  of  the  location  of  the  tankards, 
apart  from  the  Sudbury  example,  their  origins  and 
above  all  the  number  in  existence.  One  of  the  most 
fascinating  facets  of  the  story  is  the  way  the  tally  has 
been  steadily  mounting  as  examples  pass  from  private 
hands  to  museums.  In  1954  when  one  was  sold  by 
Sotheby's,  two  other  examples  were  known.  The 
article  in  Antiques  of  December  the  same  year  added 
another  one,  making  four.  This  article  lists  seven.  How 
many  of  these  tankards  and  flagons  originally  existed 
must  remain  a  closed  book  -  perhaps  as  many  as 
twenty,  based  on  the  gift  of  800  ounces  of  silver.  There  is 
a  possible  clue  from  the  last  century  to  another  example, 
though  this  could  well  have  referred  to  either  the 
London  Museum  or  1675/76  Morgan  tankard:  Mr.  R. 
Jacomb  Hood  writing  in  the  Notes  &  Queries,  fourth 
scries,  volume  XXI,  page  471,  stated  'I  have  an  old  silver 
tankard,  which  has  been  in  mv  family  for  several 
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generations,  &  which,  from  the  inscription  upon  ii 
seems  to  have  been  given  by  the  King  to  Sir  EdmunH 
Berry  Godfrey  .  .  .  The  tankard  weights  38  oz.  and  th; 
hallmark  appears  to  be  of  the  years  1675/76'. 

The  inscriptions  and  pictures  on  the  tankards  an  I 
flagons  arc  generally  similar,  but  there  are  some  intei 
esting  variations  which  almost  certainly  indicate  thj 
work  of  different  craftsmen.  The  inscriptions  fall  int 
two  distinct  categories:  the  1673/74  tankard  and  sorrjl 
of  the  latter  ones  have  alternate  lines  of  the  letterinil 
indented  and  the  capital  letters  are  generous  ani 
flowing;  all  the  others  have  plain,  still  capitals  anU 
each  line  starts  in  the  same  place.  The  two  Morga 
tankards  and  the  Lushington  specimen  fall  into  the  firLj 
category,  while  the  other  four  known  examples,  pliH 
the  flagon,  comprise  the  other.  The  differences  shoull 
be  clearly  visible  in  the  illustrations.  The  Londoi 
Museum  tankard  shows  an  additional  difference  !j 
there  is  a  grammatical  error  in  the  second  to  last  line  q|i 
the  plague  inscription,  which  reads  llli  salus'  instead  o| 
"si bi  salus'.  Presumably  this  has  been  spotted  beforjl 
though  there  has  been  no  mention  of  it  in  the  liters 
ture.  The  final  line  of  the  fire  inscription  on  all  tn 
flow  ing  capital  versions  appears  to  have  been  added  b 
a  different  hand,  maybe  as  an  afterthought. 

The  difference  in  the  pictures  of  the  fire  on  the  tu 
Morgan  tankards  has  already  been  mentioned.  Tk 
plague   pictures  also   differ   significantly   on  soirjl 
examples  of  the  1675/76  tankards.  This  should  b 
clearly  visible  from  the  respective  illustrations  of  tljl 
London  Museum  and  Lushington  specimens.  The  maj^ 
difference  is  that  the  Lushington,  Sudbury  and  Lonjl 
dale  versions  show  the  two  leg  bones  which  lie  in  froil 
of  the  grave  arranged  at  right  angles,  whereas  th. 
others  have  them  parallel.  This  could  well  be  tb 
'signature'  of  two  different  engravers.  The  head-ge; 
of  the  coffin  bearers  also  varies  from  tankard  to  tank 
ard,  and  the  perspective  of  some  of  the  coffins  is  venl 
strange. 

By  chance  this  article  has  been  written  during  tl 
tercentenary  of  the  in  specimens,  and  discusses  sevJ 
tankards  and  one  flagon.  Hopefully,  it  may  be  instrt 
mental  in  bringing  to  light  yet  other  examples  of  tb 
magnificent  Edmund  Berrie  Godfrey  silverware,  flf 
alternatively  further  background  information  on  thoj 
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10.  The  Lonsdale  flagon.  The  pouring  lips  is  a  later  addition. 
Christie's. 
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The  mediaeval  chandeliers  of  Britain  have  been  neglected,  though  post-Rerormation  example 
have  attracted  much  attention.  In  this  article,  M.  Q.  Smith  suggests  that  the  few  survivin 
mediaeval  chandeliers  in  British  churches,  some  of  them  enclosing  statuettes  of  the  Virgir 
'ought  to  be  valued  for  their  symbolic  and  iconographic  content  as  well  as  for  xhei 
craftmanship'. 

MEDIAEVAL  CHAN DELIERS 
IN  BRITAIN 

AND  THEI Pi  SYMBOLISM 

M.Q.  Smith 


Hail  Mary,  lamp  unquenchable ,  indestructible  temple. 


S.  Cyril  of  Alexandria:  Homily  i 


The  interiors  of  most  of  the  mediaeval  churches 
of  Britain  are  nowadays  darkened  by  the 
heavy  colours  of  Victorian  stained  glass,  and 
then  made  too  bright  by  the  harsh  glare  of  electricity. 
Only  very  rarely,  and  particularly  at  Chartrcs  or 
Fairford,  is  it  still  possible  to  gain  some  idea  of  the 
ways  in  which  the  form  and  beauty  of  a  building  can 
bear  a  symbolic  meaning.  At  Chartrcs  and  elsewhere, 
the  Madonna  was  made  glorious  not  only  by  the  pro- 
gramme of  the  learned  iconography  of  the  sculptures 
and  glass  but  also  by  the  radiance  of  the  all-pervading 
light.1  The  aim  of  this  article  is  to  show  how  the  few 
remaining  mediaeval  chandeliers  still  to  be  seen  in  the 
churches  of  Britain,  some  of  them  enclosing  statuettes 
of  the  Virgin,  ought  to  be  valued  for  their  symbolic 
and  iconographic  content  as  well  as  fox  their  crafts- 
manship. These  mediaeval  chandeliers  seem  to  have 
attracted  little  attention,  probably  because  there  are  so 
few  of  them;  there  are,  of  course,  many  fine  post- 
Reformation  chandeliers,  many  of  them  exactly  dated, 
which  have  attracted  a  good  deal  of  attention.2 

The  most  direct  connection  between  the  Madonna 
and  candles  is  the  liturgical  one,  the  feast  of  Candlemas, 
celebrated  on  2  February.  The  Christian  liturgy  is  not 
based  immediately  on  any  scriptural  source  but  is  a 
derivative  of  various  pagan  ceremonies,  a  Greek 
commemoration  of  Proserpine  and  the  Roman  feast  of 
Ambarvalia.3  The  other  major  liturgical  ceremony 
which  uses  candles,  the  blessing  of  the  Paschal  Candle 
on  the  Saturday  evening  before  Easter,  although  not 
directly  related  to  Marian  iconography,  is  indirectly 
relevant  in  that  many  of  the  great  paschal  candlesticks 
of  Europe  arc  decorated  with  figurative  subjects,  which 
clearly  explain,  as  do  the  illustrations  of  the  Exultet 
Rolls  read  at  the  ceremony,  the  symbolism  of  the 
candlestick  and  of  the  light  it  bears."4 


The  symbolism  of  candlesticks  in  the  Romanesq 
period  attains  a  full  Marian  content  with  the  decor 
tion  of  the  knops  and  other  parts  of  the  multipl 
branched  ceremonial  giants  derived  from  the  gre 
candlestick  of  the  Jewish  Temple.  The  original  w 
made  according  to  the  precise  instructions  of  a 
Almighty  Himself  (Exodus  xxv,  xxxvn);  the  lig 
on  the  branches  are  interpreted  as  the  'eyes  of  tl 
Lord'  (Zacchariah  rv).  The  form  of  the  candlestick 
recorded  on  the  relief  on  the  Arch  of  Titus;  if  tl 
relief  is  to  scale,  the  whole  would  have  been  only  abo 
five  feet  tall.  Christian  versions  of  the  design  we 
much  larger:  the  one  given  to  Cluny  was  eighteen  fe| 
tall.  This  was  presented  by  Matilda,  wife  of  Henry  i 
England,  and  bore  an  inscription  which  indicated  tl 
the  seven  lights  symbolised  the  Seven  Spirits  of  t 
Holy  Ghost  (compare  the  Apocalyptic  Candlesticks 
Revelation  1.12  and  iv.s).  Among  the  several  remai 
ing  examples,  that  at  Erfurt  has  a  Marian  clement, 
its  decoration  includes  the  figure  of  Jesse.  Even  mo 
clearly  Marian  in  its  iconography  is  the  'Trivulz 
Candlestick'  in  Milan  cathedral:  on  the  major  kno 
the  top  of  the  stem  there  are  figures  of  the  Magi  t 
horseback  and  the  Madonna  and  Child. 

Top  left. 

a.  Chandelier  from  the  parish  church. 
Llanarmon  111  [a],  Denbighshire. 
Photograph :  Martyn  Williams. 

Top  right. 

B.  Chandelier  from  the  Berkeley  Chapel,  Bristol  Cathedral 
Photograph :  Gordon  Kelsey. 

Below  left. 

c.  Chandelier  from  LlandarfCathedr.il. 
Photograph :  Gordon  Kelsey. 

Below  right. 

D.  Chandelier  from  the  parish  church,  Llandegla,  Denbighshii 
Photograph:  Martyn  Williams. 
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It  is  possible  that  the  Milan  candlestick  and  several 
other  examples  still  surviving  on  the  continent  may  be- 
et English  workmanship.  In  England  itself  examples 
are  recorded  at  such  places  as  Bury  St.  Edmunds  and 
Durham.  But  the  most  important  survival  of  this  sort 
of  work  in  England  is  the  Gloucester  Candlestick,  now 
in  the  Victoria  and  Albert  Museum.5  This  is  dated  by 
an  inscription  to  1104-1113.  No  great  difficulty  is 
encountered  in  identifying  the  symbols  of  the  Four 
Evangelists  on  the  central  knop,  while  the  nine  little 
figures  clambering  through  the  tanglewood  so 
beloved  by  Anglo-Norman  artists,  are  explained,  as  is 
the  symbolism  of  the  candlestick  as  a  whole,  by  a  second 
inscription  which  can  be  translated  'This  light-bearer 
is  a  work  of  virtue;  shining,  it  preaches  that  man 
should  not  be  darkened  by  vice'. 

Even  more  helpful  in  our  attempt  to  interpret  later 
chandeliers  are  the  great  coronae,  several  of  which  sur- 
vive and  many  more  are  recorded  in  literature,  St. 
Bernard  complained  about  them:  '.  .  .  lustres  like  cart- 
wheels, with  lamps  around  them,  studded  with 
precious  stones  .  .  .';  examples  were  hung  in  the  great 
monastery  churches,  Cluny  and  Montecassino.  Wor- 
cester had  one,  and  Canterbury  one  'carrying  four  and 
twenty  lights'  -  a  number  immediately  suggestive  of 
■symbolic  possibilities.  Among  surviving  examples  arc 
those  at  Aachen  and  Hildesheim;  a  modern  one  is  at 
Bucktast  Abbey. 

The  symbolism  of  these  coronae  was  varied,  but 
often  very  precise.  The  form,  a  broad  circle  of  metal 
punctuated  by  towers  to  hold  the  candles,  allowed 
space  for  long  and  very  learned  inscriptions,  and  for 
■statuettes  which  might  be  of  prophets,  apostles,  Elders 
of  the  Apocalypse,  archangels  or  angels,  virtues  or 
Beatitudes.  In  the  fourteenth  century,  a  silver  corona 
is  recorded  as  hanging  in  Exeter  cathedral;  of  this  no 
details  arc  known,  but  that  such  coronae  were  com- 
mon is  indicated  by  the  use  of  the  imagery  of  a  corona 
in  the  late  fourteenth  century  elegy,  Pearl.6  That  some 
coronae  had  Marian  connotations  is  indicated  by  an 
example  including  a  statue  of  the  Madonna  which  still 
•exists  and  is  also  recorded  very  precisely  in  Terborch's 
painting  in  the  National  Gallery,  The  Swearing  of  the 
Oath  oj  Ratification  of  the  Treaty  of  Minister,  15  May 
1648. 

IMPORTED  METAL  WORK 

The  small  chandeliers  which  are  the  subject  of  this 
article  are  representative  of  the  fine  craftsmanship  in 
metalworking  characteristic  of  the  Low  Countries  and 
Baltic  in  the  later  Middle  Ages.  Notable  examples 
include  the  great  brasses  at  King's  Lynn  and  the  well- 
known  lecterns.  Durham  had  a  pelican  lectern,  per- 
haps like  that  in  Norwich  cathedral,  for  the  reading  of 
the  Epistle,  and  an  eagle  stood  in  the  choir  for  the 
lessons  and  legends  at  matins.  Such  lecterns  were 
popular  throughout  Europe,  and  include  examples  at 


St.  Mark's,  Venice,  and  another  at  Cordoba  which  is 
believed  to  be  from  the  same  mould  as  the  Norwich 
example.  But  although  dispersed  so  far  and  wide,  and 
so  numerous,  very  little  is  known  of  the  details  of  their 
chronology,  costs,  or  of  the  organisation  of  their 
importation. 

The  same  is  true  of  chandeliers.  Many  are  known  on 
the  continent,  and  their  popularity  is  indicated  by  the 
record  of  a  Gernian  traveller,  Dr.  Jerome  Munzer,  who 
in  1455  noted  that  there  were  more  than  four  hundred 
brass  chandeliers,  large  and  small,  in  the  cathedral  at 
Antwerp.7  Comparison  with  examples  represented  in 
dated  early  Netherlandish  paintings  gives  some  help 
towards  dating  these  chandeliers.  In  the  documented 
triptych  painted  by  Dirk  Bouts  in  1 464-1 468  for  the 
Brotherhood  of  the  Blessed  Sacrament  at  Louvain,  the 
chandelier  has  only  a  single  tier  of  candles.  By  far  the 
most  important  example  is  that  in  Jan  van  Eyck  s 
Arnolfini  wedding  in  the  National  Gallery,  signed 
and  dated  1434. 

Though  the  candelabra  in  this  painting  has  six  arms, 
only  one  of  them  holds  a  candle.  The  interpretation  of 
this  has  been  made  clear  by  Panofsky : 

1 .  Jan  van  Eyck.  The  Marriage  of  Giovanni  Arnolfini 
and  Giovanna  Cenanii,  detail. 
National  Gallery,  London. 
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. . .  the  lone  caudle  burning  in  the  chandi  lier .  .  .  obviously 
wt  serving  a  practical  purpose  because  the  scene  is  staged 
n  broad  daylight.  A  burning  candle,  symbol  oj  the 
ill-seeing  Christ,  not  only  was,  and  often  is,  required 
or  the  ceremony  of  taking  an  oath  in  general  but  also  had 
i  special  reference  to  matrimony:  the  "marriage  candle"  .  .  . 
vas  either  carried  to  church  before  the  bridal  procession, 
n  ceremoniously  given  to  the  bride  by  the  groom ,  or  -  as 
s  here  the  case  -  lit  in  the  house  oj  the  newly-weds' . 

In  discussing  the  candlestick  in  Campin's  Merode 
iltarpiece,  Panofsky  supplied  evidence  helpful  to  us 
n  the  interpretation  of  our  chandeliers.  He  explains 
That  the  candlestick  supports  a  candle,  the  symbol  of 
Christ,  much  as  a  mother  supports  a  child;  the  candle- 
stick was  thus  a  familiar  symbol  of  the  Madonna: 
Ipsa  enim  est  candelabrum  et  ipsa 
?stLuccrna  .  .  .  Christus,  Mariae  filius, 
nst  candela  accensa. 8 


THE  CHANDELIERS 

The  surviving  mediaeval  chandeliers  in  Britain  known 
to  me  arc  so  few  that  it  is  practicable  to  describe  them 
all  briefly,  in  order  of  increasing  complexity  of  design, 
together  with  such  few  supplementary  facts  which 
I  have  discovered. 

The  simplest  form  is  that  now  hanging  in  the  chancel 
of  St.  Peter  Hungate,  the  ecclesiastical  museum,  at 
Norwich.  The  chandelier  has  six  arms,  in  a  single  tier, 
detailed  with  semi-naturalistic  leaves;  at  the  top  is  a 
small  animal,  perhaps  a  lion  (compare  the  Petrus 
Christus  at  Kansas  City).  It  was  saved  by  a  private 
collector,  Thomas  Gayfield,  after  it  was  thrown  out  of 
the  church  of  St.  George  Colegate,  Norwich,  when 
gas  was  installed.  The  local  historian,  Blomfield,  in  his 
'History  of  Norfolk'  (volume  iv,  1745,  p.  459)  recorded 
three  chandeliers  in  the  church,  two  of  them  post- 
mediaeval,  dating  from  1696  and  1715,  and  another, 


2.  Chandelier  now  in 
the  Victoria  and  Albert 
Museum,  London. 
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perhaps  this  one,  'a  small  one,  found  digging  a  cellar'. 
There  is  nothing  about  this  example  to  indicate 
whether  it  is  of  secular  or  sacred  origin;  it  is  the  sort  of 
useful  object  of  which  thousands  would  have  been 
made  but  whose  preservation  is  so  much  a  matter  of 
chance.  The  second  example  is  much  more  a  work  of 
art,  and  is  on  display  in  the  Victoria  and  Albert  Mus- 
eum, in  a  context  of  late  Gothic  Art.  The  chandelier 
has  its  arms  arranged  in  two  tiers,  four  above 
eight;  the  leaves  are  non-naturalistic;  at  the  bottom  of 
the  piece,  as  usual,  is  a  beast  mask  holding  the  ring. 
The  distinguishing  feature  of  this  example  is  the  angel 
at  the  top,  indicating  an  ecclesiastical  provenance;  on 
his  chest  his  robe  is  engraved  with  the  sacred  mono- 
gram, ihs,  and  in  his  hands  is  a  shield  engraved  with  a 
plain  cross.9  The  third  example  is  in  the  parish  church 
of  Llandegla,  Denbighshire.  Once  more  there  are 
twelve  candle-arms,  arranged  as  in  the  Victoria  and 
Albert  example,  four  above  eight.  The  detailing  of  the 
central  body  is  however  livelier  and  the  general  effect 
lighter  and  more  elegant.  Instead  of  an  angel  at  the  top, 
but  equally  clear  above  the  candles,  is  a  figure  of  the 
Madonna  wearing  a  crown. 

In  the  neighbouring  parish,  Llanarmon  in  Ial,  is  a 
more  complex  chandelier.  The  base,  immediately 
above  the  mask  and  ring,  is  not  unlike  that  of  the 
Victoria  and  Albert  example,  being  polygonal  with 
crocketted  ribs.  Above  this,  the  candle  arms  arc  ar- 
ranged in  three  tiers  from  vertical  members  which 
create  an  acdicula  which  encloses  a  statuette  of  a 
crowned  Madonna  and  Child.  It  has  been  suggested 
that  the  source  of  these  two  Madonna  chandeliers  may 
have  been  the  neighbouring  abbey  of  Valle  Crucis,  and 
that  they  date  from  the  early  sixteenth  century,  being 
probably  of  English  workmanship.10  Comparable  to 
the  last  example  is  our  fifth  chandelier,  at  Llandaff 
cathedral,  yet  another  fine  piece  of  craftsmanship  with- 
out, it  seems,  any  history.  It  has  six  branches,  each 
supporting  a  single  candle,  arranged  like  the  ones  of 
the  Llanarmon  chandelier  to  form  an  acdicula  for  a 
statuette  of  the  Madonna. 

The  richest  and  most  spectacular  of  this  group  of 
Madonna  chandelier  is  the  sixth,  in  St.  John  Timber- 
hill,  Norwich.  Professor  Pevsner  considers  it  'an 
exceedingly  pretty  piece;  of  c.  1500  and  probably 
German'.11  The  Madonna  and  Child  arc  surrounded 
by  the  arms  of  the  chandelier;  these  arc  arranged 
crosswise,  with  three  candles  on  each.  Whether  there  is 
any  symbolism  in  the  recurrent  total  of  twelve  candles 
is  uncertain,  but  that  a  symbolic  message  is  intended  is 
made  clear  in  that  the  candle  arms  arc  detailed  with 
vine  leaves  and  grapes,  here,  as  so  often  in  Christian 
art,  referring  to  the  Eucharist.  As  in  other  German 
examples,  the  relationship  of  the  light  of  the  candles  to 
the  figure  of  the  Madonna  is  emphasised  by  the  flamc- 
like  brass  rays  of 'light'  emanating  from  the  Virgin. 

The  final  chandeliers,  the  seventh  and  eighth,  seem  to 
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be  closely  related  to  each  other.  Little  is  known  about 
either  though  both  are  fine  pieces  of  craftsmanship. 
One  example  is  now  in  the  Berkeley  Chapel  of  Bristol 
Cathedral,  the  other  in  the  chapel  of  St.  Michael's 
Mount,  Cornwall.  The  former  is  a  relic  fortunately 
surviving  from  the  Temple  church  in  the  city,  one  of 
the  several  churches  destroved  by  enemy  bombing 
during  the  Second  World  War.  The  only  vaguely 
helpful  reference  that  I  have  found  is  that  in  a  list  of 
goods  seized  by  Customs  Searchers  at  the  port  of 
Bristol,  'Item  vj  candelstikcs  pris  iiijs',  which  E.  Carus 
Wilson  comments  were  'probably  from  Flanders'.  The 
other  important  metalwork  of  the  period  still  in  a  city 
church  is  the  eagle  lectern  in  St.  Stephen's. 12  Perhaps 
such  items  were  imported  together,  for  the  eagle 
lectern  now  at  Southwell  Minster  was  fished  out  of  a 
lake  along  with  a  pair  of  candlesticks.  It  is  thought  that 
they  may  have  come  from  Ncwstead  Priory. 

An  undocumented  interpretation  of  the  symbolism 
of  the  Bristol  chandelier  was  circulated  with  a  photo- 
graph as  the  Christmas  card  of  the  Friends  of  the 
Cathedral  in  1968.  The  basic  design  is  similar  to  the 
other  Madonna  chandeliers  already  described,  parti- 
cularly that  at  Llanarmon,  though  the  Madonna  is  at 
the  top  of  the  piece  like  the  Llandegla  example.  In  the 
acdicula  at  the  centre  of  the  Bristol  chandelier  is  the 
figure  of  an  armed  saint  spearing  a  dragon.  That  this  is 
St.  George,  as  often  stated,  is  unlikely,  for  the  Cornish 
example  with  the  same  figure  indicates  excellent 
reasons  for  it  being  St.  Michael.  Fortunately  three  in- 
ventories of  the  possessions  of  the  chapel  of  St. 
Michael's  Mount  survive.  That  for  1337  does  not 


3.  Chandelier 
from  the  church  of 
St.  John  Timberhill, 
Norwich. 
Author's  photograph. 
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:ludc  the  chandelier,  nor  that  for  1430.  Rut  a  tul! 
Biventory  made  at  the  time  of  the  Dissolution,  prob- 
'|  ly  in  1  _S 3 5 ,  is  helpful.  Besides  listing  various  altar 
■kite,  ornaments,  hangings  and  vestments,  the  follow- 

o  items  appear,  without  any  note  of  their  weight, 
|{  >t  being  of  silver: 

mem.  Two  pairs  of  latten  Candlesticks  for  an  Altar. 

m>m.  Two  branched  Candlesticks  with  the  lights. 

All  three  inventories  indicate  that  there  was  devo- 

I  >n,  and  devotional  art,  in  honour  not  only  of  the 
adonna,  particularly  at  a  Lady  Chapel  altar,  hut  also 
the  patron  of  the  Mount,  St.  Michael,  w  hose  images 

I  Dod  in  the  church.  St.  Michael  was  also  represented 

f '  1  other  items  of  church  furnishing,  including  111  1430 

I  frontal  'of  stained  cloth  with  the  history  of  St. 

: '  lichael,  the  work  of  w  hich  is  much  worn'.13 

I  sITERPRETATION 

|>  onsidering  how  spectacular  are  the  mediaeval 
landeliers  of  Britain,  it  is  strange  that  they  are  so  little 
noun.  They  are  almost  ignored  in  the  vast  literature 
11  church  furniture,  and  have  been  misunderstood 
id  under-rated  at  a  local  level.  Although  individually 
most  entirely  undocumented,  consideration  of  the 
roup  as  a  whole  suggests  that  the  chandeliers  in  which 
I  le  figure  of  the  Madonna  is  so  important  must  carry 
>me  symbolic  connotation.  Evidence  from  the  chand- 
liers  themselves,  and  from  other  art  of  the  period, 
idicates  that  ideas  already  current  in  the  Romanesque 
eriod  continued  to  be  valid  and  further  elaborated 
ito  the  late  Gothic.  One  parallel  from  an  even  later 
eriod  demonstrates  the  continuity  of  such  ideas: 
elasqucz'  Immaculate  Conception  recently  purchased 
■>r  the  National  Gallery  shows  the  Madonna  bathed  in 
ight,  her  head  encircled  by  stars. 

But  for  these  late  mediaeval  chandeliers  a  more 
elevant  parallel  is  that  of  Van  Eyck's  tiny  panel  at 
i  terlin.  The  Madonna  in  a  Church,  Panofsky  continued 
lis  discussion  of  the  Merode  altarpiece  with  a  discus- 
ion  of  the  mediaeval  concept  of  the  'light-pervaded 
athcdral'  and  of  the  'Virgin  Mary  as  the  Church': 
...  an  image  has  been  devised  which  may  be  described  as 
'  The  Virgin  Mary  in  a  church  and  as  the  Church".  The 
figure  of  the  Mother  of  God,  who  at  the  same  time 
personifies  the  Church  as  a  spiritual  entity,  was  framed  by 
in  aedicula  or  tabernacle  which  however  much 
liminished  in  scale,  conventionalised  in  form  and 
abbreviated  in  structural  detail,  was  meant  to  suggest  a 
complete  ecclesiastical  structure'. 

Panofsky  pointed  out  that  on  the  Virgin's  robe  is  an 
inscription  from  Wisdom  vi.29  and  26:  'It  (ie.  Divine 
Wisdom,  embodied  in  the  Virgin  Mary)  is  more 
beautiful  than  the  sun  and  above  the  whole  order  of 
the  stars.  Being  compared  with  the  (natural)  light,  she 
is  found  before  it.  She  is  the  brightness  of  eternal  light 
and  the  flawless  mirror  of  God's  Majesty'.14 
The  six  chandeliers  still  in  churches,  and  the  two  in 


museums  (perhaps  there  are  more  that  1  have  not 
found),  are  all  chance  survivals.  Even  though  the 
individual  examples  are  to  all  intents  and  purposes 
almost  without  history  or  documentation,  taken  as  a 
group  their  value  becomes  clear.  All  of  them  are 
extraordinarily  attractive  pieces  of  furniture.  Hut  the 
Madonna  chandeliers  in  particular  arc  of  outstanding 
interest  in  that  their  designs  arc  not  intended  only  to  be 
beautiful.  The  symbolism  of  the  Madonna  and  the 
light  of  the  candles  is  presented  in  a  most  poetic  form. 
'Neither  do  men  light  a  candle  and  put  it  under  a  bushel, 
hut  on  a  candlestick;  and  it gireth  light  unto  all  that  are 
in  the  house'  (Matthew  V.16). 
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The  opening  up  of  vast  new  sources  of  gold,  silver  and  precious  stones  in  the  sixteenth 
century  gave  jewellers  an  opportunity  to  produce  work  of  great  richness  and  elaboration 
Joanna  Defrates  examines  a  number  of  important  and  characteristic  jewels  from  this  era,  wi 
particular  reference  to  the  work  of  Erasmus  Hornick. 

L  ATE  RENAISSANCE  JEWELLER 

From  the  Waddesdon  Collection 
Joanna  Defrates 


The  Savoy  chain  about  his  neck,  the  ruff 
And  cuffs  of  Flanders;  then  the  Naples  hat 
With  the  Rome  hatband,  and  the  Florentine  agate 
The  Milan  sword,  the  cloak  of  Geneva,  set 
With  Brabant  buttons1 

IF  the  seventeenth  century  was  the  age  of  diamonds 
then  the  sixteenth  century  was  the  age  of  gold. 
Trade  was  at  its  height.  The  riches  of  the  New 
World  were  flooding  into  the  coffers  not  only  of 
Spain,  but  also  of  England.  Emeralds  from  Colombia, 
pearls  from  Argentina,  rubies  from  India  decorated  the 
costumes  of  every  courtier  in  Europe.  Lower  down  the 
social  scale  merchants,  bankers  and  brokers  flaunted 
their  new-found  wealth,  patronising  a  whole  new 
generation  of  master-craftsmen  and  artists.  Every 
portion  of  costume  was  hung  with  'bugles,  ouches, 
rings,  gold,  silver,  glasses  and  other  such  childish 
gegaws'.2 

In  Augsburg  and  Nuremberg  at  the  trading  cross- 
roads between  Italy  and  Northern  Europe  craftsmen 
such  as  Erasmus  Hornick  and  Hans  Muclich  added  a 
touch  of  Northern  realism  to  the  grotesques  and 
moresques  of  the  Italian  school,  encouraged  by  the 
vast  new  riches  of  patrons  like  the  Fuggersand  Welsers. 
Even  in  England,  the  younger  Holbein,  more  usually 
thought  of  as  a  portrait-painter,  was  a  prolific  designer 
of  jewels  for  his  patron,  Henry  vnr.3 

The  jewellers  of  the  sixteenth  century,  commanding 
the  wealth  of  the  world,  created  masterpieces  in  minia- 
ture. Their  profuse  use  of  colour  and  the  self-assured 
skill  with  which  they  set-off  startlingly  different  gems 
and  enamel-work  against  elaborate  gold  settings 
remains  to  this  day  unrivalled. 

Much  is  lost  to  us;  melted  down  during  the  wars  of 
the  seventeenth  century  or  reset  when  gold  and 
enamel-work  gave  way  to  diamonds.  What  we  see  in 
such  collections  as  the  Waddesdon  Bequest,  the 
Pierpont  Morgan  and  Wernher  collections  are  but 
tiny  remnants  of  the  prolific  outpourings  of  sixteenth- 
century  jewellers'  workshops.  Although  we  gain  a 
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ia  and  b.  Sea-dragon  pendant,  front  and  back. 
Waddesdon  Bequest,  British  Museum. 


'  mited  picture  of  this  proliferation  from  portraits 
j  ommissioned  by  those  same  self-conscious,  successful 
j  lerchants,    we  rely   more   upon   inventories  and 
ooks  of  designs,  for  many  designers,  while  moving 
i  rom  court  to  court,  produced  pattern  hooks  which 
j  oread  their  ideas  far  beyond  those  limited  circles.  It  is 
ifficult  to  attribute  specific  jewels,  for  work  was 
irely  signed  and  styles  rapidly  became  mtcnKUion.il. 
t  is  only  bv  comparing  jewellers'  own  design  books 
rith  surviving  examples  that  tentative  identification 
j  ,  possible. 

The  Flemish-born  Erasmus  Hornick,  working  in 
Lugsburg  and  Nuremberg  in  the  1550s  and  1560s 
ublished  at  least  two  books  of  important  designs.  He 
'  ivoured  the  large  figured  pendants  frequently  seen  111 
ontemporary  portraits.4  Unlike  some  lesser  craftsmen 
1  lornick  never  descended  to  mere  conceit;  his  fear- 
I  ame  sea-beasts  and  exquisite  mermaids  show  an 
naginative  originality,  and  his  use  of  the  baroque 
earl  is  unsurpassed.  Such  huge  mis-shapen  pearls  need 
xactly  the  right  setting  or  the  whole  concept  appears 
KCed  and  unnatural;  in  this  Hornick  succeeded 
dmirably. 

Although  the  sea-dragon  pendant  from  the 
Vaddesdon  Bequest  in  the  British  Museum  (No.  1) 
ias  been  attributed  to  Hans  Collaert,  it  bears  all  the 
narks  of  Hornick's  craftsmanship.  The  wings  and 
lead  are  exquisitely  enamelled  in  blue,  green,  lavender 
nd  ruby.  The  twisted  tail  is  balanced  by  the  drooping 
oreleg  and  the  pendant  pearl.  Two  more  pieces  in  the 
jequcst  exhibit  a  similar  technique  (Nos.  2  and  3), 
larticularly  in  the  modelling  of  the  figures,  and  close 
parallels  can  be  found  in  Hornick's  pattern  books 
No.  4).  Once  again  a  baroque  pearl  forms  the  torso  of 
he  enamelled,  gold  toothpick  in  the  form  of  a  mcr- 
naid  (No.  2),  with  a  belt  of  rubies  separating  the  body 
rom  the  tail.  The  scroll-work  theme  on  the  belt  is 
epeated  on  the  mermaid's  cap  and  the  pointed  tail  has 
he  scales  picked  out  in  gold  on  a  green  enamel 
jackground.  Although  the  modelling  of  the  two  faces 
s  similar,  the  other  mermaid  pendant  (No.  3)  is  on  a 
nuch  larger  and  more  elaborate  scale.  The  use  of  huge 
1  :abochon  emeralds  rather  than  pearls  gives  an  almost 
Piombre  effect  to  this  locket-pendant;  its  back  is  as 
avishly  set  with  stones  as  the  front.  However,  the  rose 
1  diamonds  and  drop-pearl  on  the  gold  suspension 
rhaitis  add  a  redeeming  touch  of  lightness,  while 
harmony  in  design  is  again  achieved  by  balancing  the 
comb  in  the  right  hand  and  the  (now  missing)5  mirror 
in  the  left  by  the  curved  tail.  The  blue  enamelled 
scroll  on  the  right  shoulder  is  repeated  in  the  escut- 
cheon above. 

Almost  every  major  collection  contains  a  jewel  of  a 
Nereid  or  Triton,  often  with  an  accompanying  figure, 
but  the  example  in  the  Waddesdon  Bequest  with  its 
balance  of  figure-work  and  gems  is  perhaps  one  of  the 
most  pleasing.  Although  this  jewel  has  also  been 


2a  and  b.  Toothpick, 
trout  and  side. 
Waddesdon  Bequest, 
British  Must  um. 


3.  Mermaid 
locket-pendant. 
II  'addesdon  Bequest, 
British  Museum. 
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4a  and  b.  Hornick's  design  for  toothpicks  and  pendants. 
British  Museum. 


attributed  to  Hornick,6  the  technique  seems  to  be  moi. 
Italian  than  German.  The  figures  are  of  white  enanu 
rather  than  gold  with  the  torsos  of  baroque  pear 
which  are  almost  completely  inset.  The  back  of  th 
pendant  is  plainly  decorated,  and  even  the  pendar 
rubies  have  a  flat  backing.  The  tip  of  the  tail  is  set  wit 
a  large  triangular-shaped  ruby  paralleled  by  the  tr 
angular  emerald  at  the  top  of  the  figure-of-eigl 
chain,  whereas  in  No.  1  the  arrow-headed  tail  is  of  re 
enamel.  Instead  of  the  scales  on  the  back  being  oui 
lined  in  gold,  as  in  Nos.  1  and  2,  black  enamel  is  usee 
giving  a  much  darker  result.  On  the  front,  howeve 
alternating  emeralds,  rubies  and  diamonds  add  colour 
but  the  whole  effect,  and  particularly  the  way  th 
pearls  are  set,  suggest  that  this  piece  is  not  froi 
Hornick  s  workshop  but  possibly  the  work  of  a' 
Italian  craftsman  (No.  5). 

If  German  workshops  excelled  in  the  use  of  baroqu 
pearls,  producing  some  of  the  most  splendid  pendant 
we  must  look  to  Italy  again  for  the  origin  of  that  otht 
most  popular  piece  of  sixteenth-century  jewellery,  th 
enseigne  or  hat-badge.  Still  fashionable  in  Englan 
during  the  reign  of  James  1,  enseignes  relied  more  oi 
enamel  relief-work  than  on  pearls  for  impact.  S 
George  slaying  the  Dragon  seems  to  have  been  one  c 
the  more  popular  subjects,  beautifully  illustrated  in  1 
large  oval  jewel  from  the  Waddesdon  Bequest  (No.  6 
However,  despite  the  many  Italian  examples  the  live 
liness  of  the  figures  and  the  rather  unusual  use  of  dk 
monds  suggests  that  this  particular  piece  did  com) 
trom  a  South  German  workshop.  Both  horse  an' 
dragon  are  modelled  in  relief,  of  lilac  and  sage-gree 
enamel  respectively  but  with  added  gems  for  emphas 
-  emeralds  on  the  dragon's  wings  but  diamonds  for  th 
horse,  to  match  the  rider.  The  delicate  chased  gol 
background  has  trees  and  buildings  in  low  relief;  I 
perfect  foil  to  the  main  figure,  St.  George,  set  witl 
fifteen  angular-shaped  diamonds.  Not  for  anotht 
half-century  or  so  would  the  true  brilliance  of  sucj 
stones  be  revealed  under  the  expert  hands  of  Dutc 
gem-cutters.  Although  none  of  the  inner  fire 
revealed  by  this  plain  angular  setting,  this  hat-badg 
remains  a  masterpiece  of  the  jeweller's  art.  The  rearin. 
horse  with  a  pyramid-cut  diamond  on  its  breast  is  see 
again  in  the  enseigne  said  to  have  belonged  to  Donjoh 
of  Austria  (1545-1578)  and  depicting  the  Conversio 
of  Saul.7  Many  enseignes  had  such  religious  theme 
The  rim  of  the  St.  George  medallion  is  also  interestin 
for  its  use  of  black  cross-hatched  enamelling  withoi 
elaborate  scrolls  but  with  swags  ot  fruit  between  fi\ 
square-cut  rubies;  the  result  is  a  perfectly  harmonioi 
composition.  Designs  by  Hornick  show  (No.  7) 8  th: 
he  too  followed,  or  possibly  set,  the  prevailing  fashio 
for  such  jewels.  However,  although  the  gem-set  edg< 
are  similar,  his  figures,  enclosed  in  a  circular  fram< 
seem  to  be  enamelled  rather  than  jewelled. 

Towards  the  closing  years  of  the  sixteenth  century' 
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new  lightness  and  delicacy  of  touch  began  to  appear. 
Baroque  pearls  and  cabochon-cut  stones  gave  way  to  a 
more  architectural  style  producing  a  layered,  sym- 
metrical effect.  Instead  of  a  solid  medallion,  back- 
plates  were  often  pierced  and  fretted  with  scroll-work 
giving  a  mannerist  elegance  to  the  mythological  and 
religious  scenes  then  in  vogue.  As  much  effort  went 
into  the  flat  engraved  back  as  into  the  high-relief  front. 
One  of  the  best  artists  in  this  new  style  was  Daniel 
Mignot.  a  Frenchman  working  in  Augsburg.  No.  8  is  a 
pendant  very  much  in  his  style  depicting  the  Adora- 
tion of  the  Magi,9  although  one  of  the  kings  is  missing. 
The  highly-coloured  enamelled  figures  stand  on  a  base 
of  rubies  below  a  diamond  star.  Ruby  pilasters  on 
either  side  of  the  scene  are  balanced  by  a  rounded  arch 
also  of  rubies.  The  solid  effect  of  the  red  is  relieved  by 
the  illusion  of  depth  conveyed  by  the  pierced  back- 
plate  with  its  intricate  strapwork.  Not  all  such  pieces 
are  quite  so  solidly  linear  in  design,  although  some  are 
even  more  layered  in  effect.  Cleopatra  in  a  shell-like 
niche  (No.  9) 10  is  one  of  the  rarer  classically-inspired 
jewels  of  this  date.  She  stands  on  a  large  emerald 
flanked  by  two  white  enamel  herms  ruby-set  with 
three  drop  pearls  below.  The  back  is  even  more 
highly-coloured  than  No.  6  with  complex  scrollwork 
in  an  architectural  setting. 

By  the  beginning  of  the  seventeenth  century 
jewellery  for  men  was  no  longer  on  so  lavish  a  scale  as 
it  had  been  during  Henry  vm's  reign.  However,  there 
was  a  fashion  for  rather  attractive  oval  lockets.  One 
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oa  and  b.  Lyte  Jewel,  front  and  back. 
Vaddesdon  Bequest,  British  Museum. 


such  historiated  locket  is  the  Lyte  jewel,  given  to 
Thomas  Lyte  by  James  i  in  thanks  for  a  pedigree  which 
Lyte  had  drawn  up  for  him,  supposedly  tracing  his 
ancestor)'  back  to  Brutus.  Here  are  all  the  pointers  to 
the  new  style  of  jewellery  which  was  to  flower  under 
the  Jacobean  monarchs  (No.  10)."  Gold  and  enamel 
work  is  kept  to  a  minimum.  It  is  the  stones,  diamonds, 
which  take  precedence. 

The  first  impression  is  of  an  almost  colourless  pen- 
dant in  direct  contrast  to  the  lavish  decoration  of 
earlier  pieces.  Twenty-five  table-cut  diamonds  and, 
more  unusually,  four  rose-cut  diamonds,  stud  this  oval 
locket  forming  the  initials  ir  in  the  centre.  The  plain 
white  enamel  back  has  an  elegant  strapwork  design, 
again  in  the  style  of  Mignot  -  although  this  jewel  is 
probably  from  an  English  workshop. 

By  now  the  foreign  craftsmen  at  Henry  vm's  court 
had  long  since  given  way  to  a  new  generation  of 
English  jewellers  and  artists  including  Isaac  Oliver  and 
Nicholas  Hilliard.  The  miniature  of  the  young  James 
with  the  falling  lace  collar  inside  the  Lyte  jewel,  may 
well  be  by  Hilliard  himself.  Unfortunately,  the  pen- 
dant pearl  is  modern. 

These  half-dozen  pieces,  all  from  the  same  collec- 
tion, give  some  idea  of  the  diversity  of  jewels  in  the 
late  Renaissance  period.  Nowhere  is  change  in  taste  so 
quickly  reflected  as  in  jewellery.  The  lavish,  theatrical 
costumes  of  the  sixteenth  century  gave  way  to  a  more 
fluid,  almost  classical  style  in  the  seventeenth.  Scroll- 
work was  replaced  by  dainty  flower  motifs,  pictorial 
scenes  by  abstract  designs  in  champleve  work  and  the 
rich  colours  of  emerald  and  ruby  by  the  glittering 
brilliance  of  diamonds. 
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A  run  of  papers  discovered  by  Mr.  Alan  Bell  in  the  correspondence  of  the  fifth  Earl  of  Roseben 
at  the  National  Library  of  Scotland,  Edinburgh,  reveals  the  struggle  which  took  place  be 
tween  the  scholar  Sir  Sidney  Colvin  and  the  painter  Sir  Edward  Poynter  as  to  which  of  ther 
should  succeed  Sir  Frederick  Burton  as  Director  of  the  National  Gallery.  In  general  the  a*tist 
took  Poynter's  part  and  the  critics  were  behind  Colvin;  though  when  Poynter  was  chosei 
Lord  Leighton  wrote  to  Rosebery  'I  deplore  the  appointment  more  than  you  probably  imagine 
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The  Directorship  of  the  National  Gallery,  1 892-1 894 
Alan  Bell 


The  political  correspondence  of  the  fifth  Earl  of 
Rosebery  in  the  National  Library  of  Scotland 
may  not  seem  an  obvious  source  for  the  art- 
historian.  But  nineteenth-century  political  archives 
cover  an  extraordinary  range  of  subjects,  particularly 
in  the  'patronage'  files.  A  sizeable  batch  of  correspond- 
ence in  the  Rosebery  papers  concerns  the  appointment 
of  a  new  Director  of  the  National  Gallery,  London,  in 
1 892-1 894,  and  shows  in  detail  how  the  battle  was 
fought  between  the  rising  profession  of  art  historical 
scholarship  and  the  obsolescent  but  still  vigorously 
supported  school  of  painter-connoisseurs.  The  dispute 
galvanised  British  fine-arts  journalism,  but  few 
rumours  of  magazine  warfare  found  their  way  into  the 
file.  Rather  than  considering  the  entire  public  debate, 
it  is  interesting  to  see  what  specific  advice  was  available 
to  the  prime  ministers  who  had  to  choose  between 
Colvin  the  scholar  and  Poynter  the  painter. 

Although  Rosebery  made  the  appointment,  most  of 
the  negotiations  took  place  while  Gladstone  was  still  at 
Downing  Street;  all  the  papers  were  passed  on,  so  a 
continuous  record  is  preserved.  Sir  Frederick  Burton 
did  not  retire  from  the  Directorship  until  March  1894, 
but  the  problem  was  agitated  from  December  1892, 
when  Lord  Carlisle  introduced  the  subject.  Writing  to 
Gladstone,  he  argued  strongly  that  the  new  Director 
should  be  a  painter  -  a  qualification  desirable  in  any 
gallery,  but  particularly  at  the  National  Gallery,  where 
the  constitution  then  allowed  the  Director  to  over-rule 
his  Trustees  on  purchasing  policy.  Edward  Poynter's 
name  was  submitted  as  an  unusually  knowledgeable 
practitioner  -  he  was  a  considerable  collector  of  draw- 
ings and  studies  -  whose  appointment  would  be 
approved  by  his  profession. 

Poynter  stated  his  own  case  through  Lord  Spencer, 
under  whom  he  had  worked  when  Director  of  the  Art 
Department  at  the  South  Kensington  Museum.  Feeling 
himself  'not  incompetent'  for  the  Gallery  post,  he 
wrote  to  Spencer  that : 
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You  may  be  surprised  at  my  again  wishing  to  go  into 
harness ;  but  in  the  first  place  the  post  of  Director  of  the 
National  Gallery  is  an  honourable  one  which  any  man  may 
be  proud  to  hold;  and  secondly  although  the  responsibilities 
attached  to  it  are  great  and  onerous,  there  is  none  of  that 
tiresome  departmental  routine  which  was,  I  may  say, 
so  galling  to  the  artistic  temperament. 

Poynter  felt  that  although  the  work  would  give  hirj 
less  time  for  painting,  it  would  be  entirely  congenial  d| 
an  artist;  besides,  there  was  'a  subordinate  on  whoij 
the  routine  work  properly  devolves'.  The  letter  tj: 
Spencer  was  Poynter's  main  attempt  to  push  himself 
he  considered  it  'infra  dig'  to  do  so  -  and  others  presse 
his  claims  for  him. 

He  received  a  good  deal  of  support  from  his  bretr| 
ren,  particularly  from  Lord  Carlisle  and  Edwas 
Burne-Jones,  although,  as  Carlisle  pointed  out,  th 
painters  were  not  so  vocal  as  the  scholars  and  were  if 
danger  of  being  overborne  by  critics  ambitious  fd 
their  profession.  Burne-Jones  readily  agreed  that  fe\ 
painters  were  well  qualified  for  the  post,  but  held  tha 
Poynter  was  a  notable  exception  'who  has  been  fron 
the  first  an  enthusiast  for  ancient  work,  experienced  ij. 
judgment  and  a  master  of  technique'.  Carlisle  urge! 
the  importance  of  Poynter's  French  training  ao( 
cosmopolitan  sympathies  towards  foreign  purchasing. 
The  critics  had  demanded  purchases  of  'the  moderi 
impressionist  school',  and  Carlisle  retorted  that  thi: 

discloses  a  real  danger,  and  one  which  can  best  be  guarded 
against  by  the  director  possessing,  from  his  own  training 
and  study,  a  criterion  which  will  enable  him  to  resist  the 
demands  of  temporary  crazes  and  modern  fashions, 
however  peremptorily  they  may  be  put  forward  by  their 
literary  advertisers. 

Poynter  was  strongly  backed  by  Holman  Hunt,  wh| 
sent  Roseber\r  a  long  and  unsolicited  opinion: 

Tlie  study  of  the  noble  examples  of  the  past  by  a  painter 
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constant  in  his  practice  is  each  day  of  liis  life  made  more 
discriminating,  since  his  testing  of  the  problems  suggested 
on  the  first  contemplation  of  the  works  secures  him  escape 
from  the  deceits  of  captivating  but  unsound  theories,  and 
by  re-examination  his  eye  grows  more  acute  to  the  subtle 
characteristics  of  the  masters  he  devotes  himself  to  in  turns. 
The  theoretical  professor  on  the  other  hand  uses  the  time 
saved  from  such  frequent  sifting  of  first  thoughts,  by 
putting  into  language,  oftentimes  very  elegant,  the 
conceptions  arising  from  his  first  scrutiny  of  great  ivorks  - 
without  the  opportunity  of  discovering  their  limitedness 
or  variety .... 

Hunt  admitted  that  technical  expertise  had  some  value, 
even  if  it  was  over-rated  by  amateurs,  but  'the  strongly 
anvilled  knowledge  of  a  practical  man  makes  such 
facts  soon  fill  into  their  due  places'. 

He  wrote  decidedly  in  favour  of  an  artist-director, 
feeling  that  few  of  his  colleagues  would  dare  to  speak 
out  for  fear  of  critical  retaliation.  The  critics  falsely 
accused  the  painters  of  narrow  sympathies,  but,  on  the 
contrary 

their  devotion  to  nature  in  carrying  out  their  own  ideas 
enlarges  their  enthusiasm  to  an  extent  which 
connoisseurs  are  often  astonished  at  -  altho'  indeed  it  does 
prevent  them  from  tolerating  the  vagaries  of  ignorance  and 
idleness,  issued  under  the  name  of  Impressionism ,  which 
English  critics  now,  imitatting  the  rage  in  Paris  of  five 
years  or  so  since  -  always  much  bewailed  by  serious  French 
artists,  and  now  well-nigh  defunct  -  applaud  with  great 
accord  as  a  means  of  gaining  a  character  for  great  breadth 
of  view. 

Although  the  contest  was  soon  polarised  on  Poyntcr 
and  Colvin,  there  were  other  candidates.  Disregarding 
P.  Vincent  Duffy,  rha,  whose  wife  alone  wrote  to 
support  him,  the  other  main  contenders  were  Walter 
Armstrong,  Charles  Eastlakc  the  younger,  Lord 
Carlisle  and  Charles  Fairfax  Murray.  Armstrong,  a 
prolific  writer  then  in  his  early  forties  and  a  successful 
new  Director  of  the  National  Gallery  of  Ireland,  was 
put  forward  by  Humphry  Ward.  He  was  able  to  re- 
produce his  Dublin  testimonials,  which  included  those 
of  several  continental  gallery  directors.  Alfred  Gilbert 
wrote  natulently  on  his  behalf,  and  Orchardson 
phonetically  -  'beside  his  expertese  thus  traind  he  has 
all  the  finer  instincts  of  the  potential  Artist.  These 
together  with  an  alert  intelectual  and  Phisical  vigour 
form  qualifications  altogether  exceptional  and  not  easy 
to  find'.  Dr.  Bredius  of  The  Hague  admitted  that 
Armstrong  was  one  of  the  best  Dutch  experts  in 
England,  but  suspected  him  of  indirect  dealing 
(receiving  dealers'  commissions  when  buying  for  pri- 
vate collections)  which  might  become  a  habit.  'A 
Keeper  of  a  Gallery',  he  pointed  out,  '-  and  of  such  a 
Gallery!  as  the  N.G. ! ! !  must  be  of  an  integrity  beyond 
every  suspicion'.  This  imputation  clearly  told  against 
Armstrong  in  the  sifting  of  names. 


Charles  Lock  Eastlake,  whose  uncle  had  been 
Director  of  the  National  Gallery,  had  been  its  Keeper 
for  over  fifteen  years,  and  submitted  several  formal 
applications  for  promotion.  He  claimed  (probably 
justly)  that  he  had  never  received  full  credit  for  his 
administrative  work,  and  suggested  the  amalgamation 
of  Directorship  and  Keepcrship,  an  economy  which 
was  seriously  considered  by  the  Treasury.  His  aunt 
wrote  to  Gladstone  in  his  favour:  'Will  you  kindly 
believe  that  I  am  biassed  by  no  nepotism  in  suggesting 
him  for  the  double  position'? 

The  literary  critic  Stopford  Brooke  suggested  Lord 
Carlisle  himself,  as  being  travelled,  experienced,  rich 
and  independent,  urging  that  he  could  'distinguish  a 
good  picture  from  a  poor  one,  which  Mr.  Colvin,  with 
all  his  knowledge,  is  not  accurately  capable  of  doing. 
An  artist  is  needed  for  that  .  There  was  some  thought 
that  the  chairmanship  of  the  Trustees  should  be  com- 
bined with  the  Directorship,  but  the  suggestion  was 
not  pressed. 

Lord  Carlisle's  own  second  recommendation  after 
Poynter  was  of  Charles  Fairfax  Murray,  'who,  in  cer- 
tain respects,  knows  more  than  anyone  else'.  Murray 
wrote  in  favour  of  an  artist-director,  but  did  not 
mention  his  own  claims,  and  would  not  have  wished 
to  be  thought  to  compete  with  Poynter.  William 
Morris  recommended  him  strongly: 

.  .  .  /  am  quite  sure  that  he  has  a  remarkable  ami  altogether 
unusual  instinct  for  style  in  art,  and  he  has  cultivated  that 
gift  assiduously  until  he  has,  to  my  mind,  gained  an 
unrivalled  knowledge  of  the  history  and  qualities  of 
pictures  . .  . .  I  believe  his  appointment  would  be  a  great 
gain  to  the  public. 


2.  J.  E.  MlLLAIS. 

William  Ewart 
Gladstone,  1879. 
National  Portrait 
Gallery. 
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>  ut  Fairfax  Murray  was  not  seriously  considered  for 
e  post. 

The  early  proposal  of  Poynter  was  soon  countered 
v  the  rival  school  of  thought.  Humphry  Ward  w  rote 
at  although  the  appointment  of  a  painter  w  as  trad i- 
>nal,  the  tradition  had  been  formed  when  lew  except 
unters  knew  anything  of  the  subject.  The  study  of  art 
story  was  making  great  strides:  'rapidly  it  is  being 
aced  on  a  scientific  basis  -  but  not,  it  is  to  be  feared, 
;  y  Englishmen,  still  less  by  the  directors  of  English 
tileries'.  The  revolution  in  scholarship,  as  in  the  his- 
»ryof  the  Dutch  school,  demanded  the  appointment  to 
ic  London  gallery  of  a  man  who  would  be  qualified 

>  meet  eminent  continentals  on  their  own  terms, 
i  ard  mentioned  Colvin  as  a  possibility,  but  also 

I  rged  the  consideration  of  Walter  Armstrong:  which- 
I]  rcr  was  chosen,  he  urged  that  "the  direction  of  the 
lationil  Gallery  should,  in  the  present  state  of  know- 
dgc,  be  confined  to  a  scholar  and  an  expert,  and  not 
)  a  painter  as  such'. 

Colvin's   own   opinion   was   made   available  to 
>ow  ning  Street  officials  long  before  his  own  candida- 
te was  declared.  As  Keeper  of  Prints  and  Drawings 
t  the  British  Museum  he  was  able  to  bring  to  the 
uestion  the  experience  of  a  civil  servant,  and  made 
line  useful  suggestions  about  the  administrative  status 
f  the  directorship.  Apart  from  any  personal  considera- 
ble, he  wrote  to  Gladstone's  Private  Secretary  that  he 
fild  'most  strongly  .  .  .  that  a  practising  painter  is  not 
nd  cannot  be  the  right  director  of  a  great  picture 
;allcry.  The  whole  experience  of  the  continent  is  dead 
gainst  it,  and  there  is  happily  not  one  European 
ailery  -  since  Hiibner  made  his  famous  muddle  at 
)resden  -  which  is  under  the  management  of  a 
>ainter'.  Colvin  amplified  his  views  in  several  further 
cttcrs,  presenting  the  general  case  without  greatly 
trcssing  his  own  obvious  qualifications.  The  general 
irgument,  for  a  full-time  director  with  properly 
•stablished  Civil  Service  standing,  devoting  all  his 
nergies  to  the  work,  seems  to  be  incontestable.  And 
Zolvin  was  surely  right  to  dismiss  Sir  Frederick 
Burton's  qualifications  as  a  painter;  he  had  been 
Successful  at  the  Gallery  because  he  was  a  trained  and 
:ritical  expert,  'not  because  he  was  a  left-handed 
painter  in  watercolours,  which  made  no  difference 
jne  way  or  the  other'. 

Colvin  did  of  course  turn  to  his  own  qualifications 
when  his  candidature  was  firmly  established  later  in 
1893.  He  took  pains  to  mention  to  W.  B.  Richmond 
(who  was  staying  with  Gladstone)  that  his  prolific 
literary  work  was  his  hobby,  and  that  his  main  work 
had  always  been  'in  the  art  and  science  of  connoisseur- 
ship'.  His  experience  at  the  Fitzwilliam  and  the  British 
Museum  was  particularly  useful,  'the  purchase  and 
cataloguing  of  drawings  requiring  even  more  exact- 
ness and  precaution  than  that  of  pictures,  because  of  the 
multiplicity  of  frauds  and  imitations  in  the  market". 


But  he  was  always  careful  to  stress  the  professional  as 
well  as  the  personal  point  of  view,  as  Spencer  Lyttelton 
(Gladstone's  secretary)  wrote  in  an  undated  memoran- 
dum of  a  conversation  with  him:  'Painter  should  be  a 
Trustee,  not  Curator.  Experts  should  be  encouraged, 
and  it  is  hard  therefore  that  the  chief  prize  of  their 
profession  should  be  wrested  from  them  . 

As  Bredius  of  The  Hague  was  so  frequently  cited  as 
an  example  of  scholar-director,  his  own  views  are 
particularly  interesting.  I  Ic  wrote  Colvin  a  letter  which 
was  passed  on  with  a  reminder  that  Bredius  repre- 
sentee! 'the  entire  body  of  trained  and  competent 
gallery-directors  in  Europe,  where  painters  have  been 
tried  and  failed'.  'This  is  a  most  delicate  question', 
Bredius  wrote  in  his  curious  English : 

There  is  a  famous  painter ,  who  should  like  to  he  a 
successor  to  Sir  Frederick.  You  know  how  I  think  about 
painters-keepers  to  a  Gallery.  There  is  scarcely  one 
painter  who  gave  himself  time  and  trouble  to  study 
'a  fond'  the  Old  Masters,  and  they  are  so  one-sided  in  their 

opinions  And  there  are  only  a  few  painters  who  have 

a  small  notion  about  picture  restoring,  what,  how  to  do 
and  what  not  to  do!  ...  .  The  many  painters  cannot 
understand  what  Arthistory  is.  They  laugh  about  a  great 
many  famous  artists  of  former  Centuries,  and  say :  it  is  a 
shame  to  keep  such  pictures  in  the  galleries  ....  Study  of 
art-history  wants  a  life;  much  travelling,  constantly 
studying  the  old  masters,  comparing  and  comparing 
again. 

Bredius  pointed  out  the  continental  precedents  and 
concluded  with  a  firm,  polyglot  testimonial : 

I  really  do  not  know  whom  they  could  better  make  Keeper 
of  the  National  Gallery  but  you.  C'est  vrai,  il  n'y  a  pas 
grand  Choix  ~  mais  ou  trouve-t-on  des  bons 
connoisseurs  des  tableaux  anciens?  There  are  not  a  dozen 
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Sir  Edward  Poynter, 
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National  Portrait 
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5.  G.  F.  Watts. 
Self-Portrait. 
National  Portrait 
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in  the  world.  In  England  there  are  very  few,  and  one  oj  the 
best  is  of  course  a  dealer.  I  have  always  admired  the 
prudence  and  sagacity  with  which  yon  enriched  the 
Printroom  department  with  excellent  drawings,  lately  with 
a  set  of  rarissime  Lucas  van  Leydeu  drawings.  A  business 
not  less  difficult  as  pictures-buying. 

After  commending  Colvin's  continental  friendships, 
Bredius  ended  with  gusto:  'What  I  hope  for  your 
Gallery  is  a  clever  director,  a  gentleman  throughout, 
no  painter  -  you  for  instance' ! 

The  critics  rallied  to  the  support  of  their  most 
eligible  colleague.  W.  M.  (later  Sir  Martin)  Conway 
organised  a  typed  Memorial,  which  included  the  signa- 
tures of  a  few  artists  such  as  G.  H.  Boughton  and  Frank 
Dicksee,  but  for  which  the  bulk  of  the  support  came 
from  critics  such  as  J.  C.  Robinson,  M.  H.  Spielmann, 
R.  A.  M.  Stevenson  and  D.  S.  MacColl,  amongst  many 
others.  The  case  for  a  scholar-director  was  also  stated 
most  strongly  by  MacColl  in  a  forceful  article  in  the 
Spectator  of  17  March  1894.  This  is  the  only  printed 
item  in  the  file,  and  bears  the  secretarial  note  'Colvin 


repudiates  the  imputation  of  having  inspired  it' 
It  was  not  only  the  gallery  administrators  and  the 
critics  who  supported  Colvin;  he  had  a  sound  artistii 
following  too.  G.  F.  Watts  was  strongly  in  his  fa^ou: 
and  wrote  him  an  emphatic  letter  after  being  canvassec 
for  Poynter;  Leighton  and  Richmond  both  agitatec 
for  the  scholarly  side.  Richmond  wrote  that: 

No  painter  who  has  spent  his  life  in  studying  the  technical 
difficulties  of  his  Art  and  in  learning  how  to  express  his 
ideas  can  have  sufficient  time  in  these  days  of  specialisation 
to  master  all  the  ins  and  outs  oj  the  many  matters  which  an 
expert  who  is  buying  for  the  nation  should  possess. 

He  too  felt  that  all  three  previous  painter-directors  ha 
special  qualifications  for  the  post  in  addition  to  thei 
artistic   achievement.   Sir   Frederick   Leighton  w 
equally  decided  against  a  professional  artist  for  th 
directorship : 

In  the  first  place,  like  Art,  the  office  of  such  a  Director 
'requires  the  whole  man' ;  no  practising  artist  can,  in  my 
view,  suffice  to  its  exigencies,  or  afford  to  it  that  constan 
ubiquitous  and  peripatetic  vigilance  which,  in  these  days 
oj  keen  competition,  it  imperatively  demands  -  this  in  itself 
seems  to  me  a  fatal  drawback  to  such  an  appointment.  But 
there  is  another  reason :  the  functions  of  a  Director  are  not 
confined  to  the  purchase  ( if  possible)  of  a  masterpiece  of  the 
first  water ;  it  is  claimed  of  a  public  gallery  in  the  present 
day  that  it  shall  exhibit  Art  in  a  comprehensive  and 
exhaustive  sequence  .  .  .  in  its  weaker  as  in  its  stronger 
expressions ;  the  person  charged  with  carrying  it  out  must 
have  a  minute  and  discriminating  knowledge  of  the  work 
of  Artists  of  the  2d  and  3d  rank,  a  knowledge  which  the 
working  artist  has  neither  the  leisure  nor  indeed  the 
patience  to  acquire,  indispensable  tho'  it  be. 
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Despite  the  enormous  amount  of  influential  support 
recorded  on  the  file,  the  civil  servants  noted  some  mis- 
givings about  Colvin.  Both  private  secretaries  com- 
piled memoranda  which  admit  the  strength  of  Colvin's 
experience,  knowledge,  and  social  and  academic  con- 
nections. 'But  according  to  Sir  E.  Burne-Jones', 
Lyttclton  recorded,  'he  has  no  real  knowledge  of 
paintings  as  such,  and  no  eye  for  a  picture,  and  in  cases 
where  historical  knowledge  is  not  required  his  opinion 
would  have  no  value,  and  he  would  be  unwilling  to 
express  one.'  Murray  repeated  this  opinion  in  a  long 
and  influential  memorandum  prepared  for  Rosebery, 
but  adapted  it  as  his  own  -  'But  I  should  doubt  if  he 
had  any  eye  for  a  picture  or  much  knowledge  of 
paintings  as  such  .  .  .'.  This  secretarial  intrusion  was  no 
doubt  more  immediately  effective  in  the  Prime 
Minister's  mind  than  Burne-Jones's  judgement. 

Sir  George  Murray's  private-secretary's  memoran- 
dum is  one  of  the  last  documents  in  the  fde.  It  gives  an 
admirable  summary  of  the  preceding  documents  and 
concentrates  mainly  on  possible  changes  in  the  consti- 
tution of  the  Gallery.  Murray's  administrative  sug- 
gestions are  important  in  the  history  of  the  Gallery 
itself,  as  some  of  them  found  their  way  into  'Lord 
Rosebery's  Minute',  the  document  reducing  the 
authority  of  the  Director  and  enhancing  that  of  his 
Board  of  Trustees,  which  was  to  hamper  the  manage- 
ment of  the  Gallery  for  many  years  to  come. 

As  for  the  Directorship,  Murray  summarised  the 
qualifications  of  each  of  the  candidates,  stating  firmly 
that  'My  own  opinion  is  strongly  in  favour  of 
Poynter'.  The  Prime  Minister  was  of  the  same  mind, 
and  Poynter  was  offered  the  Directorship.  Further 
negotiations  took  place,  in  which  Lcighton  argued 
against  a  part-time  appointment  and  Lord  Carlisle 
(having  the  last  word  as  well  as  the  first)  pleaded  suc- 
cessfully against  a  proposal  that  the  Directorship  should 
be  made  a  whole-time  job.  These  difficulties  were 
resolved  before  Poynter  accepted  the  post  on  26  April, 
1894.  Leighton  was  one  of  the  first  to  be  informed,  and 
wrote  immediately  to  Rosebery  that  'Altho'  on  public 
considerations  ...  I  deplore  the  appointment  more 
than  you  probably  imagine,  it  is  hardly  needful  to  say 
that  in  the  course  you  have  taken  you  have  been 
prompted  by  an  anxious  desire  for  the  public  good'. 
An  administrative  historian  may  confirm  that  the 
appointment  was  conscientiously  decided,  but  his 
artistic  colleagues  can  surely  only  agree  with  Leighton 
that  it  was  regrettable. 


Acknowledgements  are  gratefully  made 
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Continuing  his  examination  of  the  by-ways  of  furniture  history,  John  Gloag  points  out  that 
like  their  elders,  children  benefited  from  the  technological  improvements  and  high  standards 
of  design  characteristic  or  the  Georgian  period. 


GEORGIAN  HAND-CARRIAGES 

John  Gloag 


Hand-carriages  built  for  the  children  of  the 
Georgian  nobility  and  gentry  reflected  the 
graces  of  that  civilised  period;  while  the 
framework  and  shape  exhibited  the  hard  practical 
common  sense  that  informed  the  design  of  nearly 
everything  made  in  an  enlightened  age  of  visual 
sensitivity.  The  skill  of  the  wheelwright  ensured  the 
smooth  running  of  those  miniature  vehicles,  and  as  for 
the  body,  there  were,  as  William  Felton  observed  in 
the  opening  chapter  of  his  Treatise  on  Carriages,  'few 
mechanical  structures  executed  with  a  greater  nicety 
than  this,  it  being  the  receptacle  of  passengers'.1  The 
passenger  was  a  customer,  and,  young  or  old,  the 
customer  was  always  right.  As  the  comfort  of  adult 
travellers  increased  and  the  form  of  coaches  and  car- 
riages was  progressively  refined,  children  in  their 
small-scale  vehicles  were  allowed  to  share  such  bene- 
fits with  their  elders. 

Changes  in  character  that  took  place  in  the  course  of 
a  century  are  illustrated  by  three  examples,  which 
confirm  Felton's  conclusions  about  improvements  in 
design.  He  published  his  treatise  in  the  1790s,  and 
claimed,  with  justice,  that  coach-making  had  been  'in  a 
gradual  state  of  improvement  for  half  a  century  past, 
and  has  now  attained  to  a  very  high  degree  of  perfec- 
tion, with  respect  both  to  the  beauty  and  elegance  of 
the  machine  .  .  .'.  Horse  and  hand-drawn  vehicles  were 
commonly  described  as  machines  until  the  mid- 
Victorian  period;  Dickens  refers  to  a  wheelbarrow  as  a 
machine,  when  Mr.  Pickwick,  lamed  by  rheumatism, 
was  conveyed  in  one  so  that  he  could  accompany  a 
shooting  party,2  and  the  small  hand-carriage  for  child- 
ren was,  in  the  accepted  nomenclature  of  makers  and 
users,  a  machine  like  anything  else  on  wheels.  The 
term  perambulator,  and  its  abrupt  diminutive,  pram, 

1.  An  early  example,  probably  of  Dutch  origin  or  made  by  a 
Dutch  workman.  Designed  to  be  drawn  by  hand,  the  body 
has  an  adjustable  back  that  allows  the  child  to  lie  down.  The 
carved  ornament  is  rather  coarse,  but  his  all  the  exuberance 
of  baroque.  The  side  and  back  panels  depict  Dutch  scenes  and 
figures.  First  quarter  of  the  eighteenth  century. 


were  Victorian  innovations,  so  was  the  lightly-built 
specialised  type  with  wire-spoked  wheels,  to  which 
they  were  applied;  until  then  perambulator  meant  'an 
instrument  or  rolling-wheel  for  measuring  roads', 
according  to  Bailey's  English  Dictionary  (1736 
edition). 

Hand-carriages  for  children  were  drawn  by  shafts  or 
a  pole  with  a  cross-piece,  unlike  the  wheeled  chair  that 
James  Heath  of  Bath  invented  about  1750  which  could 
be  pulled  or  pushed,  or  the  self-propelled  'Garden 
Machine'  which  Parson  Woodforde  described  in  1775 
in  his  Diary.3 

A  donkey  or  pony  could  be  harnessed  to  some  of  the 
later  hand-carriages,  but  the  early  eighteenth-century 
example  shown  in  No.  1,  had  to  be  pulled  along, 
rather  awkwardly,  by  the  carved  pole.  Like  some  of 
the  larger  vehicles  used  in  the  opening  decades  of  the 
century,  that  hand-carriage  is  encumbered  by  the 
decorative  excesses  of  baroque,  and  the  carved  orna- 
ment, oddly  blunted,  only  just  escapes  clumsiness.  The 
subjects  and  character  of  the  painted  panels  suggest  the 
work  of  a  Dutch  artist;  and  the  tendency  to  corpulence 
in  the  general  design  also  indicates  Dutch  taste  -  a 
pervasive  influence  from  the  William  and  Mary  to  the 
Early  Georgian  period. 

Carved  ornament  was  not  always  used  with  discre- 
tion by  coach-builders,  though  as  Felton  pointed  out, 
the  art  of  carving  'contributes  more  effectually  than 
any  other  part  of  the  work  to  the  beauty  and  elegance 
of  a  town  or  state  carriage'.  He  qualified  that  claim 
with  one  of  those  urbanely  class-conscious  statements 
that  came  so  naturally  to  Georgian  tradesmen.  "In 
common  carriages',  he  wrote,  'all  that  is  meant  by 
carving,  and  which  scarcely  deserves  the  name,  is  the 
finishing  the  ends  of  the  timbers  with  scrowls,  and  the 
edges  with  mouldings.  If  any  carving  is  bestowed  on 
those  plain  carriages,  it  is  on  the  blocks  or  raisers, 
whose  front  views  are  more  conspicuous  than  any  other 
timbers,  and  requires  some  degree  of  fancy  to  reduce 
their  bulk  to  any  agreeable  appearance'.4  He  added 
that  coachmen  objected  to  carved  work  on  principle. 
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2.  A  Regency  hand-carriage  in  dark  blue,  with  turned 
spindles  on  the  upper  part  of  the  body.  Fitted  with  shafts, 
so  it  could  be  drawn  by  a  donkey  or  pony,  c.  1810-1815. 

'who,  from  the  greater  difficulty  ot  cleaning  after  use, 
resent  the  extra  trouble  they  arc  put  to,  and  with  the 
mop  and  brush  endeavour  to  destroy  those  ornaments 
with  which  the  carriage  is  beautified'. 

By  the  early  nineteenth  century  carved  ornament  on 
miniature  carriages  was  outmoded  and  on  larger 
vehicles,  state  coaches  alone  continued  to  display  gilded 
scrolls  and  masks  and  acanthus  foliations.  Later 
Georgian  taste  was  satisfied  by  greater  refinement  of 
line,  in  general  a  lighter  style,  or  if  a  shape  was  severely 
practical  as  in  the  body  of  No.  2,  the  hand-carriage 
with  turned  spindles  in  the  upper  part,  a  discreet  use  of 
colour  satisfied  the  eye;  in  this  particular  example  a 
rich,  deep  blue  adorns  the  body  panels  and  spindles. 
The  design  is  distantly  related  to  the  simple  type  of 
cart  used  formerly  on  farms,  though  much  smaller  in 
scale;  there  is  a  rustic  air  about  it  with  no  pretensions  to 
elegance.  It  is  wholly  different  in  character  from  the 
other  Regency  example,  No.  3,  which  is  an  open 
barouche,  painted  yellow  and  dark  green,  fitted  with 
springs,  a  dwarf  edition  of  the  actual  vehicle  with  a 


3.  A  hand-carriage  fitted  with  springs,  painted  yellow  and 
dark  green;  really  a  miniature  barouche,  with  a  grid  stand 
at  the  back  for  a  footman.  The  shaft  is  provided  with 
a  cross-piece  for  drawing  by  hand. 

grid  platform  at  the  back  for  a  footman.  But  as  Felton 
remarks,  such  platforms  were  added  to  a  carriage 
'either  as  a  matter  of  necessity  or  appearance,  but 
mostly  for  appearance,  which  they  materially  add  to 
in  those  parts  to  which  they  are  applied  .  .  .'.5  Even  a 
hand-carriage  for  children  had  to  look  right  in  that 
critical  age  of  good  design. 

NOTES 

1.  William  Felton.  A  Treatise  on  Carriages,  London,  1794. 
Volume  1,  chap.  1,  p.  22. 

2.  The  Pickwick  Papers,  chap.  xrx. 

3.  James  Woodforde.  The  Diary  of  a  Country  Parson,  London, 
Humphrey  Milford,  Oxford  University  Press,  1924. 
Volume  1,  p.  166. 

4.  A  Treatise  on  Carriages,  p.  85. 

5.  A  Treatise  on  Carriages.  Volume  1,  chap,  vi,  p.  135. 
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THE  AGE  OF  LOUIS  XV: 
FRENCH  PAINTING  1710-1774 

This  highly  important  exhibition  was  prepared 
by  The  Toledo  Museum  of  Art  (Ohio)  in  co- 
operation with  The  Art  Institute  of  Chicago  and 
The  National  Gallery  of  Canada.  It  can  be  seen  in 
Toledo  through  7  December,  in  Chicago  from 
11  January  through  22  February  and  in  Ottowa  21 
March  through  21  May.  The  aim  of  the  show  is  to 
present  French  painting  in  terms  of  the  eighteenth 
century's  taste  and  criticism.  While  works  by 
such  masters  as  Boucher,  Chardin,  David, 
Fragonard  and  Watteau  are  included,  these  will 
be  placed  in  historical  context  by  the  works  of 
lesser  masters.  Of  the  one  hundred  and  twenty- 
five  paintings,  most  have  not  been  seen  previously 
on  this  continent.  Ninety  paintings  were  borrow- 
ed from  museums  in  France. 

Until  recently,  scholars  have  been  influenced 
greatly  by  the  ideas  of  French  eighteenth-century 
painting  as  they  were  interpreted  by  nineteenth- 
century  critics,  notably  the  Goncourt  brothers. 
These  critics  were  chiefly  interested  in  the  inti- 
mate and  charming  aspects  of  this  painting.  They 
ignored  the  fact  that  art  was  carefully  guided  and 
regulated  by  the  Academy  which  placed  great 
emphasis  on  'history'  painting.  Pierre  Rosenberg 
of  the  Louvre,  who  is  the  organiser  of  this 
exhibition,  has  expressed  this  viewpoint  in  both 
the  choice  of  pictures  and  the  catalogue,  which 
probably  will  become  a  landmark  in  historical 
research.  It  is  the  first  publication  in  English 
which  deals  with  this  re-evaluation. 


JAPANESE  PAINTINGS  FROM  THE 
BROTHERTON  COLLECTION 

An  exhibition  of  twenty  Japanese  paintings  of  the 
Edo  period  (161 5-1868)  from  the  collection  of 
Joe  Brotherton  of  San  Francisco  can  be  seen  at  the 
Los  Angeles  County  Museum  of  Art  through 
14  December.  Featured  in  the  exhibition  are 
monumental  screens,  hanging  scrolls  and  inti- 
mate handscrolls  of  the  Tosa,  Rimpa,  Maruyama 
and  Nanga  Schools.  According  to  George 
Kiwayama,  the  Museum's  Senior  Curator  of  Far 
Eastern  Art,  'The  Edo  period  was  a  time  of  peace 
and  prosperity  when  a  lively  urban  culture 
thrived,  providing  the  patronage  and  inspiration 
for  new  directions  in  Japanese  painting.  The  Joe 
Brotherton  Collection  is  particularly  important 
because  it  contains  a  number  of  supreme  master- 
pieces by  leading  Japanese  artists  of  this  period'. 

The  largest  group  of  paintings  to  be  shown  in 
the  exhibition  are  from  the  Nanga  School,  a 
style  deeply  inspired  by  Chinese  literati  works. 
Artists  of  this  school  were  often  men  of  letters 
who  expressed  their  personal  thoughts  and  feel- 
ings through  their  paintings.  Among  the  high- 
lights of  the  exhibition  in  this  style  is  a  pair  of 
monumental  six-fold  screens  titled  Landscapes  of 
Spring  and  Autumn  by  Okada  Hanko  (1782-1845) 
which  display  a  breadth  of  imagination  and  a 
delicate  sensitivity  unmatched  in  the  artist's  other 
works.  Yosa  no  Buson  (1716-1783),  a  leading 
Nanga  master,  is  represented  by  an  impression- 
istic Landscape  and  the  vertical  scroll  Coxcomb, 
which  displays  calligraphic  vitality  in  his  deft  use 
of  brush  and  ink.  One  of  the  finest  works  of 
Nakabayashi  Chikuto  (1776-1853),  a  vertical 
scroll  titled  Plum  Branch,  will  also  be  exhibited. 

Traditional  and  elegant  Tosa  paintings,  which 
appealed  to  the  Japanese  aristocracy,  are  repre- 
sented by  Heian  Palace  and  Aviary,  a  pair  of 
delicately  painted  screens  of  fine  line  and  brilliant 
colour  produced  around  1600.  Also  on  view  will 
be  two  excellent  screens  by  Watanabe  Shiko 
(1683-175  5)  titled  Plum  Blossoms  and  Landscapes 
which  display  the  firm  grounding  in  the  Kano 
School  style  mastered  by  many  of  the  Rimpa 
artists.  An  important  screen  illustrating  a 
Gathering  in  the  Orchid  Pavilion  by  Okyo  (1733— 
1795)  and  a  striking  painting  of  Bamboo  by 
Goshun  (1752-1811)  are  examples  of  the  Maru- 
yama-Shijo  works  to  be  seen  in  the  exhibition. 
In  addition,  a  classic  landscape  by  the  eccentric 
Kyoto  artists  Shohaku  (1730-1783)  will  be 
shown. 

Brotherton,  a  public  relations  executive  with 
strong  artistic  interests,  has  been  collecting 
Japanese  paintings  for  the  past  fifteen  years.  His 
particular  interest  is  in  the  literati  and  decorative 
styles  of  the  Edo  period,  and  the  twenty  paintings 
in  the  current  exhibition  represent  the  finest 
works  in  his  collection. 


4.  Heian  Palace  and  Ai'iary  (detail  of  screen), 
Yamato-e  style,  ink  and  colours  on  gold  paper. 
The  Brotherton  Collection. 


IMAGES  FOR  ETERNITY: 
THE  ART  OF  ANCIENT  EGYPT 

For  more  than  three  thousand  years  before  the 
advent  of  Rome,  Egyptians  celebrated  the  eternal 
cycle  of  birth,  life,  death  and  rebirth  in  their  art. 
This  entire  span  of  ancient  Egypt  was  represented 
in  an  important  exhibition  which  was  seen 
through  October  at  the  M.  H.  de  Young 
Memorial  Museum,  San  Francisco.  The  exhibi- 
tion included  one  hundred  and  seventeen  objects, 
primarily  sculpture,  lent  by  The  Brooklyn 
Museum  and  the  Robert  H.  Lovvie  Museum  of 
Anthropology  at  the  University  of  California, 
Berkeley.  The  exhibition  was  selected  by  Richard 
Fazzini  of  The  Brooklyn  Museum,  who  has  also 
prepared  the  accompanying  catalogue. 


5.  Wand,  Dynasty  xvui,  ivory. 
Lowie  Museum  of  Anthropology. 


6.  Stela,  Old  Kingdom,  Dynasty  rv, 

painted  limestone. 

Lowie  Museum  of  Anthropology. 

The  earliest  objects  in  the  exhibition  are  from 
the  pre-dynastic  period  (4000-3100  bc);  the  most 
recent  from  the  Roman  period  (30  BC-324  ad). 
The  largest  object  is  a  cartonnage  (mummy  case) 
of  the  Late  Period  (715-333  bc).  Jewellery  and 
other  intimate  items  are  included,  among  them 
representations  of  the  classic  scarab  and  the  lotus, 
symbol  of  rebirth. 

Whether  monumentally  conceived  sculpture 
of  pharaohs  and  nobles,  or  the  decoration  of 
utilitarian  objects,  Egyptian  art  through  thou- 
sands of  years  demonstrates  a  continuity  that  is 
unique  in  the  history  of  Man.  The  most  radical 
departure  from  this  tradition  is  dramatically 
illustrated  by  a  'Head  of  Akhenaten',  the  New 
Kingdom  (1 554-1087  bc)  pharaoh  who  not  only 
introduced  a  form  of  monotheism  to  Egypt,  but 
also  a  'realistic'  style  of  art.  Both  Akhenaten's 
religion  and  art  were  deposed  when  his  reign  was 
abruptly  and  mysteriously  ended,  and  artists 
returned  to  the  conventions  of  the  old  pantheism. 

A  charming  example  of  the  Amarna  style, 
named  after  Akhenaten's  capital  city,  is  a  relief 
sculpture  of  his  illustrious  queen,  Netcrtiti,  kiss- 
ing one  of  their  daughters.  It  is  one  of  only  four 
or  five  known  examples  of  ancient  Egyptian  art 
depicting  a  kiss. 

THREE  ISRAELI  ARTISTS 

Three  of  Israel's  foremost  contemporary 
painters  -  Michael  Gross,  Moshe  Kupferman,  and 
Joshua  Neustein  -  were  featured  in  a  major  fall 
exhibition  at  the  Worcester  Art  Museum 
(Massachusetts).  Shown  were  some  forty  recent 
works,  those  by  Gross  and  Kupferman  sent 
directly  from  Israel  while  Neustein's  ephemera] 
torn  paper  constructions  have  been  created  by 
him  in  the  Museum  galleries.  Tliree  Israeli 
Artists  was  organised  by  the  Worcester  Art 
Museum  and  Rina  Gallery  of  New  York  City. 

'The  last  two  decades  have  seen  phenomenal 
growth  in  the  visual  arts  in  Israel,  particularly  in 
painting',  writes  Richard  Stuart  Teitz,  Museum 
Director,  in  his  preface  to  the  exhibition  cata- 


logue, 'hi  our  country  there  has  been  little  peri; 
ception  of  this  development  .  .  .  The  three  artist 
chosen  can  be  said  to  represent  a  microcosm  all 
the  rich  diversity  of  Israeli  painting  todav'. 

EUROPEAN  PAINTING 

IN  THE  SEVENTIES: 

NEW  WORK  BY  SIXTEEN  ARTISTS 

This  first  major  American  presentation  of  confl 
temporary  European  painting  in  almost  fwd 
decades  was  seen  through  late  November  at  thJ 
Los  Angeles  County  Museum  of  Art.  Sponsored 
by  the  Museum's  Modem  and  Contemporar.J 
Art  Council  and  organised  by  Senior  Curator  q| 
Modem  An,  Maurice  Tuchman.  the  exhibition 
included  sixty-five  paintings  by  sixteen  Europeai 
artists,  gathered  from  international  public  ami 
private  collections.  None  of  the  works  in  th|3 
exhibition  has  ever  been  shown  in  Los  Angeles, 
and  very  few  have  been  seen  previously  in  th. 
United  States. 

The  exhibition  includes  artists  of  roughly  tw> 
generations:  four  senior  figures  -  Francis  Bacon j 
Jean  Dubuliet,  Jean  Helion  and  Joan  Miro  -  ana 
twelve  artists  of  a  second  generation.  Most  of  thj 
latter  are  in  their  forties  and  are  for  the  most  pan  i 
according  to  Tuchman,  well  established  in  thei 
homelands  but  in  some  cases  insufficiently  knowii 
in  the  United  States.  These  artists  are:  Valeria 
Adami  from  Italy;  Avigdor  Arikha,  an  Israe^ 
living  in  Paris;  Spaniard  Eduardo  Anoyo,  wb.4, 
divides  his  time  between  Paris  and  Milan;  AtnoTj 
Heyboer  from  Holland;  and  Antonio  Segui,  aj] 
Argentinian  residing  in  France.  Little-knowvj 
French  Realist  Jean-Olivier  Hucleax  and  Belgian  <j 
bom  Piene  Alechinsky  are  also  included.  L  J 
addition  to  Francis  Bacon,  British  artists  ar|J 
strongly  represented  in  the  exhibition  with  work 
by  Frank  Auerbach,  Peter  Blake,  Lucian  Freu, 
(grandson  of  Sigmtmd  Freud),  David  Hockne. 
and  R.  B.  Kitaj,  who  was  born  in  America  but  h* 
lived  and  worked  in  England  since  1958. 

There  is  a  significant  factor  unifying  thes 
artists  in  addition  to  their  all  being  European 
bases  and  using  the  same  medium.  Each  one  tee. 
the  need  to  evoke  and  interpret  the  huma 
figure  -  and  the  places  a  human  being  has  been , 
in  a  fresh  manner.  Tuchman  states  in  his  exhibi 
tion  catalogue:  'Although  the  time  ior  ideolog. 
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argument  about  abstract  versus  rcprcscnta- 
lal  expression  is  long  since  gone,  one  cannot 
ore  the  fact  that  the  twelve  artists  now  under 
isideration,  along  with  the  four  older  masters, 
e  each  taken  full  notice  of  the  enticements  of 
dcniism  and  abstraction,  and  arc  currently 
ring,  whether  at  age  thirty-six,  or  cighty- 
te,  to  find  convincing  communicatory  devices 
connotating  the  human  presence  within  thcaes- 
tic  limits  determined  by  the  twentieth  century'. 
The  exhibition  will  travel  to  the  St.  Louis 
iseum  of  Art,  16  March  to  9  May  1976,  and 
Elvehjcm  Art  Center  in  Madison,  Wisconsin, 
inc  to  1  August  1976. 


BlT  OF  THE  SEA 

ollaborative  exhibition  from  the  collections  of 
Mariners  Museum,  Newport  News,  Virginia 

I  j  I  the  Chrysler  Museum  at  Norfolk  (Virginia) 

II  s  seen  through  late  summer.  The  material 
libitcd  came  from  one  of  America's  largest 
dings  of  maritime  artifacts,  whose  purpose  is 

i  :ribed  on  a  bronze  plaque  at  the  Mariners 
I  iseum  entrance:  This  museum  is  devoted  to 
!    culture  of  the  sea  and  its  tributaries,  its  con- 

:st  by  Man  and  its  influence  on  civilisation. 
1  The  Mariners  Museum's  location  at  Newport 
(  ws  is  not  arbitrary  in  that  the  Hampton  Roads 
I  a  is  essentially  a  shipbuilding,  seagoing  com- 
1  inity  where  ships  of  peace  and  war  can  be  seen 
1  where  a  past  history  of  this  unique  means  of 
nsportation  can  be  studied  scientifically  as  well 
artistically.  That  a  museum  should  dedicate 
'  ;lf  totally  to  the  scientific  and  artistic  study  of 
!  sea  is  underscored  by  the  fact  that  the  Hamp- 
1  Roads  area  is  the  largest  seaport  in  the  world, 
msed  here  is  the  world's  largest  naval  installa- 
1  n.  Since  Norfolk  is  the  largest  city  in  the 
,  impton  Roads  area,  this  points  to  the  marked  re- 
ancy  of  the  exhibition  at  the  Chrysler  Museum. 
Paintings  by  Robert  Salmon,  James  Bard,  J.  E. 
itterworth,  FitzHugh  Lane,  Frederick  Waugh, 
d  others  were  featured.  Since  many  of  the  sea- 
ipe  paintings  trom  the  Mariners  Museum  are 
; 't  on  view  there,  the  exhibition  at  the  Chrysler 
i  is  an  especially  important  event. 
In  addition  to  the  outstanding  collection  of 
arine  paintings,  a  selection  of  decorative  arts 
!  ere  included  in  the  exhibition.  Staffordshire 
I  >ttery  and  Sunderland  ware  decorated  with 
utical  scenes  were  on   view.   There  were 
;  amples  of  scrimshaw,  which  are  implements 
1  id  decorative  articles  made  from  whalebones 
id  whale  ivory  by  nineteenth-century  sailors, 
wo  particularly  great  and  important  carved 
l  *ureheads  were  on  view,  one  of  which  was 
l;ed  on  an  American  Revolutionary  Warship 
■  id  documented  as  having  been  carved  in  Norfolk. 
Maritime  life  has  always  had  an  impact  on  the 
ts.  The  bravery  of  ships  and  their  men  has  often 
:en  the  stimulation  for  the  creation  of  com- 
I  lemorative  paintings  both  on  canvas  and  decora- 
ve  objects.  It  is  that  the  Mariners  Museum 
ouses  one  of  the  most  extensive  collections  of 
laritime  artifacts  in  the  world,  which  makes  a 
low  of  this  nature  particularly  relevant.  Even 
lore,  though,  the  American  way  of  life  has  been 
:extricably  linked  to  the  sea.  It  is  a  source  of 
>od,  oil,  transportation  and  a  barrier  that  was 
rosscd.  The  sea  disassociated  man  from  the  old 
yay  of  life  and  brought  him  a  new  one,  and 
ufficiently  delayed  European  cultural  influence 
vhile  the  colonists  mastered  their  own  viable 
ative  art  style. 


7.  Robert  Salmon. 
Arts  Tides. 
Mariner's  Museum. 

YASUOKUNIYOSHI 

A  retrospective  exhibition  of  the  works  of  the 
late  Japanese-American  artist  Yasuo  Kuniyoshi 
was  seen  earlier  this  year  at  the  University  of 
Texas  at  Austin.  The  exhibition  consisted  of 
seventy  paintings  and  drawings,  eighty  litho- 
graphs and  three  etchings  that  spanned  the  artist's 
career  from  1918  to  1953.  The  University  of 
Texas  Art  Museum  organised  the  Kuniyoshi 
retrospective  with  the  assistance  of  the  Nantenshi 
Gallery  in  Tokyo  and  the  Tokyo  Simbtm,  a  news- 
paper. The  show  is  currently  on  a  tour  to  the 
Universities  of  Wisconsin  and  Georgia,  the 
Japanese  cities  of  Nagoya,  Tokyo  and  Kobe,  and 
Windsor,  Canada. 

Kuniyoshi,  born  in  Japan  in  1889,  came  to 
America  when  he  was  seventeen  and  thereafter 
considered  himself  an  American  artist.  He  spent 
most  of  his  time  in  New  York  City,  but  also 
ventured  to  New  England  and  the  American 
West.  A  'realist'  artist,  he  painted  the  American 
scene  with  a  delicacy  that  had  its  roots  in  his 
Japanese  heritage.  Figurative  and  still-life  themes 
dominated  much  of  his  work,  which  also  includes 
landscapes  and  urban  events. 

Dr.  Donald  B.  Goodall,  director  of  University 
art  collection,  in  the  exhibition  catalogue  points 
out  that  Kuniyoshi  was  a  'sophisticated  painter 
of  actualities'  who,  although  he  painted  suc- 
cessfully from  his  imagination,  could  also  turn 
from  his  studio-enclosed  work  to  capture  land- 
scapes and  figures  in  urban  settings  such  as  the 
neighbourhood  cafe,  the  circus  and  the  burlesque. 

According  to  Dr.  Goodall,  Kuniyoshi  felt  that 
'life  is  the  principal  source  of  art'  and  added  of 
the  artist:  'Though  he  borrowed  techniques  and 
vision  from  the  cultural  heritage  of  many  fathers 
in  the  arts,  the  essential  quality  to  this  artist  was 
the  expression  of  the  hungers  and  the  delights  that 
are  felt  by  all  mankind  and,  thus,  arc  universal'. 

9.  Yasuo  Kuniyoshi. 
Mr.  Ace,  1952. 

The  Baltimore  Museum  oj  Art,  Edward  Joseph 
Gallagher  m  Memorial  Collection. 


8.  Yasuo  Kuniyoshi  (1889-1953). 
The  Swimmer,  c.  1924. 
The  Columbus  ( Ohio )  Gallery  of  Fine  Art. 
Gift  of  Ferdinand  Howald. 
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Gerald  Schiirr 


I.  BOILLY 

The  Jealous  Old  Man,  detail. 

Musee  de  Douai. 


2.  Roger  Somville. 
Charitable  a  I'Excis,  1962. 
Muste  de  Saint-Denis. 


Denmark 

RETROSPECTIVE  EXHIBITION  OF 
EDVARD  MUNCH  AT  HUMLEBAEK 
The  Norwegian  Edvard  Munch  (1 863-1944)  is 
the  subject  chosen  by  the  Louisiana  Museum  for  a 
retrospective  exhibition  towards  the  end  of  this 
year  (until  4  January).  He  was  a  solitary  being 
who  lived  for  a  long  time  in  France  and  Germany 
apparently  obsessed  by  the  savage  forces  of  nature 
and  by  death.  With  the  approach  of  old  age  he 
became  less  pessimistic  and  his  palette  was 
brighter.  The  powerful  schematic  forms  he 
produced,  whether  painted  or  engraved,  illus- 
trate what  the  Expressionists  of  today  owe  to  his 
violent,  synthetic  art. 


France 

FROM  DOUAI  TO  LILLE. 
FRENCH  PAINTING  1770-1830 
Eighty  pictures  from  the  great  museums  of  thj 
north  are  touring  the  region.  Previously  on  viev 
at  Arras  and  due  next  at  Lille,  they  can  be  seen  ai 
the  museum  at  Douai  until  12  January.  177^-183' 
is  a  particularly  rich  period,  the  first  half  of  whicl 
centres  around  David  and  Hubert  Robert  anj 
many  other  painters  now  unfortunately  fori 
gotten.  The  second  half  is  noted  for  Guerin,  Groj 
Ingres  and  Gericault  among  others.  A  new  lign 
is  therefore  cast  on  this  period  which  was  stil 
dominated  by  the  rules  laid  down  by  the  Acaj 
demy  and  by  politics  which  encouraged  thj 
painting  of  historical  themes  to  glorify  in  turn  thj 
Revolution,  the  Empire  and  the  Restoration  of  thj 
monarchy.  But  even  before  the  advent  qi 
Romanticism  three  kinds  of  painting  were  emera 
ing  which  were  to  flourish  until  the  dawn  of  tlf' 
twentieth  century  -  landscape,  portrait  anP 
anecdotal  scenes. 

BLOIS. 

THE  OFFICIAL  SALON  OF  1883 
On  view  until  8  December  at  the  Chateau  0 
Blois,  one  of  the  finest  Renaissance  buildings  c 
the  Loire  Valley,  are  the  drawings  executed 
illustrate  the  catalogue  of  the  official  Salon 
1883.  This  was  a  time  when  the  purely  conver 
tional  painters,  the  pompiers,  compiled  the  offici 
catalogue  illustrating  it  with  sketches  of  the  lar 
compositions  on  canvas  on  show.  The  interest 
this  exhibition  lies  in  the  contrast  between  tb, 
spontaneity  of  these  studies  and  the  academi 
style  of  the  finished  work.  Though  ostentatioi 
many  of  these  paintings,  retrieved  from  th 
reserve  collections  of  provincial  museums,  hav 
certain  merits. 


ROGER  SOMVILLE. 
MERCILESS  EXPRESSIONISM 
On  the  outskirts  of  Paris  the  Musee  de  Sain 
Denis  is  exhibiting  until  4  January  the  colourful 
exuberant  and  often  sarcastic  canvases  of  tij 
champion  of  Belgian  realist  art,  Roger  Somvilli 
now  aged  fifty-two.  His  is  a  social  art  full  1 
sound  and  fury,  of  verve,  lyricism  and  brilliani) 
described  as  'a  testimony  and  a  cry'  by  his  bk 
grapher,  Marcel  Fryns,  in  an  important  boc 
(Editions  Dereume,  Brussels). 
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[  4AHMAL  AND  ATTATICHS 
uch  is  the  mysterious  title  of  an  exhibition  at  the 
Jalerie  Jean  Soustiel  (88  rue  Miromesnil,  8ieme) 
mil  31  December  which  demonstrates  the 
evelopment  of  the  oriental  strain  running 
hrough  the  work  of  painters  who,  from  the  end 
if  the  seventeenth  century  till  the  1930s,  travelled 
1  Egypt,  Turkey  and  North  Africa.  Lynne 
Thornton,  in  the  preface  to  the  catalogue,  writes 
hat  it  is  the  history  in  painting  of  their  attempts 
owards  a  perfect  understanding  of  the  land  and 
oul  of  the  Orient  seen  through  the  eyes  of  a 
raveller.  There  are  Turkish  fantasies,  oriental 
cenes  contrived  for  nineteenth-century  western 
)ourgeoisie,  romantic  combats,  objective  des- 
rriptions  by  the  neo-Orientalists  (after  i860). 
The  organisers  have  deliberately  omitted  famous 
lames  to  make  room  for  artists  who  are  not  so 
.veil  known. 

FROM  THE  GRAND  PALAIS 
TO  THE  LOUVRE 

At  the  same  time  as  L'Or  des  Scythes  (see  the 
November  issue)  the  Grand  Palais  is  mounting 
:hree  other  exhibitions.  The  first  is  entitled  Ten 
Centuries  of  Czech  and  Slovak  art  for  which  the 
museums  of  Czechoslovakia  have  lent  their 
treasures.  In  spite  of  all  the  political  upheavals 
from  the  Middle  Ages  to  the  present  day  a 
recurring  vein  of  sensitivity  can  be  traced  as  often 
in  painting  and  sculpture  (more  than  five 
hundred  items)  as  in  the  skill  of  the  goldsmiths  or 
in  glass  and  tapestry. 

The  second  exhibition  is  of  Jacques  Villon  who 
died  in  1963  and  would  now  be  a  hundred  years 
old.  His  work  is  a  refined  type  of  Cubism  which 
always  retains  a  human  quality  (until  15 
December). 

Finally  there  is  Jean-Francois  Millet,  master  of 
the  Barbizon  school,  who  died  just  a  century  ago 
at  the  age  of  sixty-one.  The  discovery  of  painting 
in  the  open  air  was  the  foundation  of  Impres- 
sionism (until  5  January). 

At  the  Cabinet  des  Dessins  the  Louvre  is  show- 
ing Voyageurs  an  xvi  ibne  Steele  which  recalls  the 
art  of  a  period  when  every  international  influence 
-  European  and  Oriental  -  fostered  a  new 
interpretation  of  landscape. 


3.  Bartholomeus  Spranger. 
Venus  and  Adonis,  c.  1610. 
Czech  and  Slovak  art  in  Paris. 
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4.  Viet  He  in, 

red  and  black  chalk  drawing. 
Monogram  Chrispijn  van  de  Passe. 
14.5  x  10.9  cm. 


Holland 

TWO  IMPORTANT  NEW 
DUTCH  ACQUISITIONS: 
AMSTERDAM 
CHRISPIJN  VAN  DE  PASSE 
The  Rijksmuseum  Print  Room's  new  acquisition, 
is  a  red  and  black  chalk  portrait  (14.5  x  10.9  cm.) 
of  the  famous  Dutch  Admiral  Piet  Hcin  (1577- 
1629).  It  was  catalogued  in  the  sale  as  'a  bearded 
man  wearing  half-armour',  however,  the  con- 
temporary inscription  'Pier  He  .  .  .'  suggests  that 
the  portrait  might  be  of  the  admiral,  popularly 
known  for  having  captured  a  Spanish  fleet  with 
a  cargo  of  silver  on  its  return  from  Brazil  to 
Spain  in  1628.  Research  led  to  a  print  in  the  Print 
Room's  collection  of  a  portrait  of  the  hero, 
published  in  1629  to  commemorate  both  his 
death  offDungeness  and  the  'Silver  Fleet'  victory. 
Although  the  print  shows  Piet  Hein  in  full 
armour,  the  characteristic  head  in  the  print  was 
obviously  made  after  that  in  the  drawing.  The 
latter  bears  the  monogram  of  Chrispijn  van  de 
Passe  (c.  1 560-1637),  whereas  the  print  was  prob- 
ably the  work  of  his  son,  Chrispijn  the  Younger 
(c.  1585-after  1670). 

THE HAGUE 
PIETERPOST 

A  fine  landscape  by  Pieter  Post,  dated  1633,  was 
recently  purchased  by  the  Foundation  'Johan 
Maurits  van  Nassau'  to  be  presented  to  the 
Mauri tshuis  Museum  at  The  Hague  on  the 
occasion  of  the  seventieth  birthday  of  the 
museum's  former  Director,  Dr.  A.  B.  de  Vries. 
The  painting  and  its  presentation  are  connected 
in  many  ways  with  the  Mauritshuis  and  its 
founder:  Prince  Johan  Maurits,  Count  of  Nassau- 
Siegen  (1604-1679),  also  known  as  'The  Brasilian'. 
Having  distinguished  himself  in  the  Dutch 
Republic's  armies  under  Stadholders  Maurits  and 
Frederick  Henry,  he  was  appointed  Governor  of 
Brazil  in  1636.  Among  the  specialists  who  accom- 
panied him  to  this  Dutch  colony  were  both 
brothers  Post,  Pieter  and  Frans.  Pieter,  mainly 
known  as  an  architect,  built  the  Prince's  regal 
residence  on  the  island  Antonio  Vaz  and,  after 
Johan  Maurit's  return  to  Holland,  a  modest  house 
at  The  Hague,  now  known  to  art  lovers  the 
world  over  as  the  Mauritshuis  Museum.  Frans 
Post  painted  several  landscapes  in  Brazil,  some  of 
which  are  in  the  Mauritshuis  collection,  others  at 
the  Rijksmuseum,  whereas  Pieter  painted  Dutch 
landscapes,  very  few  of  which  have  been  dis- 
covered so  far.  The  newly  acquired  painting,  now 
being  thoroughly  cleaned,  was  in  the  private 
collection  of  Dr.  W.  Martin,  Director  of  the 
Mauritshuis  Museum  from  1909  to  1945. 


5.  Pieter  Post. 
Landscape, 
oil  on  panel, 
dated  1633. 
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iamuel  Palmer:  A  Biography 

The  Sketches  of  Turner,  RA 

Turner's  Colour  Sketches 

Sritain  Observed 


Top. 

.  The  Great  Mosque  at  Kairouan  in  Tunisia 
c  725),  one  of  many  notable  buildings 
llustrated  for  the  first  time  in  'Banister  Fletcher'. 

Zentre  left. 

'..  The  aerial  view  of  Krak  des  Chevaliers,  Syria, 
eferred  to  in  the  review:  T.  E.  Lawrence 
xmsidered  this  to  be  'the  best  preserved  and  most 
wholly  admirable  castle  in  the  world'. 

Centre  right. 

j  ).  The  Kina  Slott  (China  Castle),  a  delightful 
Rococo  Trianon  erected  in  1 769  in  the  park  of 

j  the  Swedish  royal  palace  at  Drottningholm :  one 
if  a  number  of  Scandinavian  buildings  now 
appearing  tor  the  first  time. 

Below. 

4-  Illustrations  of  recent  buildings  include  the 
Playhouse  at  Nottingham  (1964),  'a  well- 
balanced  blend  of  humanity  and  efficient  y\ 


Sir  Banister  Fletcher's 

A  History  of  Architecture 

Revised  by  J.  C.  Palmes 
Eighteenth  edition 
1,390  pages,  1,295  illustrations, 
2,039  line  drawings  and  3  5  maps 
London:  athlone  press 
£12.50  in  slipcase 

The  complete  restructuring  ot  Banister  Fletcher's 
'History  of  Architecture'  is  an  event  of  major 
importance  for  all  concerned  with  historic  -  and 
now,  indeed,  w  ith  twentieth-century  -  archi- 
tecture. For  even  though  the  late  Professor 
Cordingley's  revision,  published  in  1961,  effected 
many  improvements,  the  book  still  remained  at 
once  indispensable  and  inadequate.  Indispensable 
mainly  for  the  many  hundreds  of  plans  and  line 
drawings,  executed  with  considerable  sensibility 
and  really  wonderful  clarity,  for  the  glossary 
replete  with  cross-references  to  them,  and  for  the 
remarkable  index,  filling  (in  the  last  edition) 
ninety  closely  printed  pages.  Inadequate  because 
the  coverage  of  the  world's  architecture  still 
remained  seriously  ill-balanced,  with  some 
important  areas  ignored. 

Despite  the  admirable  recognition  of  the  roles 
of  geography,  geology,  climate,  history,  religion 
and  social  organisation  as  important  contributors 
to  the  character  of  each  country's  architecture, 
the  text  was  never  the  strong  point  of  the  original 
Banister  Fletcher;  in  fact,  as  a  sustained  narrative 
it  was  almost  unreadable.  Its  value  was  as  a  book 
of  reference.  That  the  book  can  now  be  also 
read  continuously  is  partly  due  to  the  decision, 
drastic  but  undoubtedly  right,  to  omit  from  every 
chapter  the  Comparative  Analysis  section.  'In  the 
majority  of  chapters',  says  Mr.  Palmes  in  his 
preface,  'the  Comparative  Analysis  consisted  of 
little  more  than  a  restatement,  sometimes  in 
identical  words,  of  matters  amply  discussed  under 
the  Architectural  Character  section'. 

This  eighteenth  edition  really  docs  range  over 
the  whole  world's  architecture,  from  the  begin- 
nings until  the  present  day.  In  particular,  North 
and  South  America  and  the  Asian  countries  arc 
treated  a  good  deal  more  worthily,  with  entirely 
new  chapters  about  Sri  Lanka  (Ceylon), 
Afghanistan,  Nepal  and  Tibet,  Burma,  Thailand, 
Cambodia  and  Indonesia.  In  Africa  Zimbabwe 
still  does  not  make  it,  but  Lalibela  does.  The 
chapter  on  Islamic  architecture  is  nearly  twice  its 
former  length.  Coming  nearer  home,  better 
justice  is  done  to  Russia,  Scandinavia  (including 
Finland)  and  Portugal,  while  Visigothic  buildings 
in  Spain  and  Crusader  castles  in  the  Near  East  are 
no  longer  omitted:  Krak  des  Chevaliers,  for 
example,  has  -  and  rightly  -  almost  a  page,  and 
an  aerial  view. 

The  other  great  weakness  of  Banister  Fletcher 
was  the  treatment  of  architecture  from  the 
Renaissance  onwards.  When  the  original  edition 
appeared  in  1896  Baroque  was  still  a  very  dirty 
word  in  England;  but  in  editions  that  were  being 
printed  thirty  and  forty  years  later  one  still  came 
upon  sentences  like  this:  'In  gazing  upon  the 
many  fountains  of  the  papal  city  who  shall  dare 
to  say  that  the  Baroque  is  wholly  bad?'  In  the 
ninth  edition  (193 1)  Bernini  got  seven  lines, 
Borromini  three:  Guarini  and  Juvara,  Balthasar 
Neumann  and  J.  M.  Fischer  not  even  a  mention. 
And  the  only  post-Baroque  building  in  Italy 
cited  by  Fletcher  was  the  Vittorio  Emanuele  11 
monument  in  Rome! 


Cordmgley  did  much  to  change  this,  but  Mr. 
Palmes,  assisted  by  a  strong  team  of  specialists, 
has  been  able  to  do  tar  more  towards  providing 
an  adequate  coverage  of  the  last  three  hundred 
years.  Take,  for  example,  Chapter  36,  on  Archi- 
tecture in  Britain,  1 830-1914.  We  now  have  an 
excellent  essay  of  some  eight  thousand  words, 
followed  by  over  fifty  pages  of  illustrated 
examples,  which  include  all  the  right  ones;  the 
balance  is  also  just  as  it  should  be.  And  although 
the  treatment  is  more  compressed,  much  the 
same  can  be  said  of  the  parallel  chapter  on 
Continental  Europe.  The  fine  drawings  are 
missing  and  the  photographs  are  necessarily 
small,  but  the  conspectus  is  very  valuable. 

The  concluding  chapter  is  a  long  one  on 
International  Architecture  since  1914.  Again  the 
standard  examples,  from  Notre  Dame,  Le 
Raincy,  to  the  Sydney  Opera  House,  are  all  here. 
The  'supporting  cast'  would  no  doubt  be  chosen 
somewhat  differently  by  another  writer  or  editor, 
but  I  find  little  to  complain  of,  unless  it  be  that, 
although  two  are  mentioned,  not  one  building  by 
the  brilliant  Japanese  architect  Kenzo  Tange  is 
illustrated. 

In  so  vast  an  assemblage  of  facts  of  course  there 
are  some  mistakes.  It  is  a  surprise  to  read  that 
Bridgewatcr  House  in  London  is  'now  demolish- 
ed': would  that  other  notable  but  'demolished' 
buildings  looked  as  healthy.  Not  all  the  dates  are 
quite  right,  while  a  more  serious  criticism  is  that 
there  are  a  good  many  references  to  buildings 
which  have  either  been  mainly  or  wholly 
destroyed  or  rebuilt  after  fires  or  war  damage, 
without  this  being  indicated.  Examples  include 
the  abbey  church  at  Ripoll  in  Catalonia,  several 
churches  in  Cologne,  the  Opera  House 
(Hoftheater)  in  Dresden,  Stoke  Bruerne  Park  in 
Northamptonshire  and  Norman  Shaw's  Leys- 
wood  at  Groombridge.  The  vast  St.  John's 
Episcopalian  Cathedral  in  New  York  is  far  from 
complete  and  likely  to  remain  so.  On  the  other 
hand  the  Alcazar  at  Toledo  has  been  rebuilt,  and 
this  should  have  been  mentioned. 

There  are,  inevitably,  losses  too,  especially 
from  the  English  Mediaeval  section  of  the  older 
editions,  which  by  world  standards  was  certainly 
disproportionately  long.  The  comparative  models 
of  the  English  cathedrals  have  gone,  and  so  have 
the  comparative  drawings  of  towers  and  spires, 
windows,  doorways  and  buttresses:  it  is  sad  to 
have  to  part  with  drawings  of  such  exquisite 
quality  as  these.  Gone  too  are  the  pages  of  church 
plans,  city  walls  and  gateways,  bridges,  barns, 
inns,  halls  and  almshouses,  together  with  many 
less  strictly  architectural  pages  devoted  to  church 
fittings  and  details  such  as  bosses  and  finials.  Some 
will  miss  the  drawings  and  plans  of  National 
Trust  houses  like  Great  Chaltield  and  Oxburgh 
Hall.  But  the  separation  of  our  Romanesque 
buildings  from  our  Gothic,  following  the  treat- 
ment always  accorded  in  this  book  to  continental 
mediaeval  architecture,  is  another  improvement. 

The  new  maps  are  not  so  well  drawn  nor  so 
well  printed  as  those  in  the  last  edition,  although 
there  are  more  of  them.  Nor,  on  a  less  heavy 
paper,  do  the  photographs  have  the  same 
brilliancy,  and,  in  order  to  make  room  for  more, 
many  have  been  reduced  in  size.  But  clearly  one 
cannot  have  everything.  What  has  been  achieved 
is  a  fine  book,  a  good  deal  of  it  new,  which  is 
bound  to  become  a  'bible'  for  every  student  of 
architecture.  The  price  may  seem  high,  but  for 
what  wc  are  given  it  is  not. 

Alec  Clifton-Taylor 
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Edited  by  Raymond  Lister 
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Samuel  Palmer:  A  Biography 

By  Raymond  Lister 

299  pages,  29  illustrations 

London: faber  and  faber 

£6.25 

It  is  perhaps  typical  of  the  fate  of  Samuel  Palmer 
that  it  was  only  the  third  and  fourth  editions  of 
the  first  volume  of  Ruskin's  Modern  Painters 
(1846  and  1848)  that  included  the  following 
perceptive  and  praiseworthy  passage:  '  .  .  .  S. 
Palmer,  lately  admitted  a  member  of  the  Old 
Water-Colour  Society,  is  deserving  of  the  very 
highest  place  among  faithful  followers  of  nature. 
His  studies  of  foreign  foliage  especially  are 
beyond  all  praise  for  care  and  fulness.  I  have 
never  seen  a  stone-pine  or  a  cypress  drawn  except 
by  him ;  and  his  feeling  is  as  pure  and  grand  as  his 
fidelity  is  exemplary.  He  has  not,  however,  yet, 
I  think,  discovered  what  is  necessary  or  un- 
necessary in  a  great  picture ;  and  his  works,  sent  to 
the  Society's  rooms,  have  been  most  unfavour- 
able examples  of  his  power,  and  have  been 
generally,  as  yet,  in  places  where  all  that  is  best 
in  them  is  out  of  sight.  I  look  to  him,  neverthe- 
less, unless  he  lose  himself  in  over  reverence  for 
certain  conventionalisms  of  the  older  schools,  as 
one  of  the  probable  renovators  and  correctors  of 
whatever  is  failing  or  erroneous  in  the  practice  of 
English  art'.  In  the  fifth  (1851)  and  subsequent 
editions  the  paragraph  was  omitted;  perhaps 
Ruskin  was  understandably  disappointed  by 
Palmer's  development  and  the  only  other 
published  reference  to  him  was  a  brief  and  non- 
commital  mention  of  one  of  his  exhibits  at  the 
close  of  the  Notes  on  the  1858  Exhibition  of  the 
Old  Society  of  Painters  in  Water-Colours. 

In  his  Biography  Raymond  Lister  suggests  that 
it  was  Leonard  Rowe  Valpy,  the  principal  patron 
of  Palmer's  later  years  and  Ruskin's  solicitor,  who 
introduced  the  two  men.  In  fact  George 
Richmond  had  introduced  Palmer  to  Ruskin 
many  years  earlier,  and  as  the  latter  made  clear  in 
a  letter  written  to  Richmond  in  August  1846, 
the  'Modern  Painters'  addition  was  meant  to 
'please'  Palmer.  This  it  surely  must  have  done, 
and  the  handful  of  references  to  Ruskin  and  his 
writings  to  be  found  in  Palmer's  own  letters  are 
all  complimentary.  Some  six  hundred  of  Palmer's 
letters  have  been  assembled  in  Mr.  Lister's 
excellent  edition.  This  total,  which  includes 
letters  that  are  known  only  through  previously 
published  fragments,  more  than  quadruples  the 
number  cited  in  A.  H.  Palmer's  'Life  and  Letters' 
of  his  father,  which  was  published  in  1892  and  has 
dominated  the  biographical  picture  of  Palmer 
since  then.  (A  reprint,  also  edited  by  Raymond 
Lister,  appeared  in  1972.) 

However,  those  who  had  hoped  that  the 
simultaneous  appearance  of  this  collected  edition 
of  'The  Letters  of  Samuel  Palmer'  and  of  Ray- 
mond Lister's  own  biography  of  the  artist  would 
at  long  last  remove  the  shadow  that  A.  H. 
Palmer  has  cast  over  his  father  will  be  largely 


disappointed.  In  the  biography  the  prevailing 
impression  of  Samuel  Palmer  remains  unsym- 
pathetic ;  he  emerges  as  a  weak,  cantankerous  and 
cynical  man,  who  found  life  a  hard  and  often 
painful  battle.  The  concentration  on  the  prob- 
lems and  tragedies  of  Palmer's  personal  life  tends 
to  outweigh  the  impact  of  his  artistic  activities, 
and  it  is  often  easy  to  forget  (as  with  so  many 
nineteenth-century  artists'  biographies  and  auto- 
biographies) that  it  is  the  life  of  an  artist  which 
one  is  reading.  This  is  especially  true  of  the 
chapter  devoted  to  the  fruitful  years  in  Shoreham, 
in  which  the  actual  products  ofithe  artist's  pencil, 
pen  and  brush  are  scarcely  referred  to. 

Mr.  Lister  leans  heavily  on  quotations  from 
A.  H.  Palmer's  published  text  and  from  his  un- 
published notes,  and  seems  to  have  made  too 
little  use  of  the  many  interesting  'new'  letters 
which  are  included  in  the  collected  edition. 
Indeed  in  his  brief  Preface  he  refers  to  the  recently 
discovered  thirty-four  exercise  books  containing 
A.  H.  Palmer's  notes  as  'most  important  of  all' 
the  'many  hitherto  unrecorded  letters  and  docu- 
ments' for  his  own  book.  Yet  Samuel  Palmer's 
letters,  which  were  rightly  described  by  Richard 
Redgrave  as  'so  characteristic  of  the  man,  and  so 
witty  and  delightful',  are  packed  with  material 
relevant  to  our  overall  knowledge  of  the  wider 
world  of  British  art  for  over  half  a  century,  and 
they  also  provide  a  broader  impression  of 
Samuel  Palmer's  own  place  in  it.  It  is  sad  that 
their  editor  has  himself  missed  the  opportunity 
for  the  re-assessment  of  Palmer  which  they  make 
possible.  In  the  meantime  the  two  volumes  of 
Samuel  Palmer's  letters  will  provide  a  mine  of 
material  for  all  students  of  British  nineteenth- 
century  art,  especially  as  there  is  an  excellent 
index.  Luke  Herrmann 
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The  second  volume  in  Gerald  Wilkinson's  series 
of  selections  from  the  twenty  thousand  or 
so  drawings  in  the  Turner  Bequest  at  the  British 
Museum,  covers  the  years  of  Turner's  early 
maturity  (from  the  ages  of  twenty-seven  to 
forty-four).  Once  again  the  author  stresses  the 
importance  of  sketches  in  Turner's  work,  not 
only  as  a  preparation  for  an  important  oil,  but 
also  as  'fine  things  in  themselves'.  The  reason  for 
his  enormous  output,  Wilkinson  says,  was  'that 
for  him,  drawing  was  seeing.  It  was  a  habit  and  it 
was  his  way  of  observing  nature'. 

Wilkinson  presents  this  period  of  Turner's  life 
as  one  of  consolidation.  'Drawing  is  his  servant 
absolutely,  before  he  begins,  in  the  1820s,  to 
discard  its  conventions.'  The  illustrations  in  this 
book,  accompanied  by  a  brief  but  stimulating 
commentary  are  evidence  of  the  complete  mast- 
ery of  the  drawing  technique  that  Turner 
achieved  in  these  years.  There  are  studies  for 


important  oil  paintings  such  as  Dido  and  Aeneas. 
oil  sketches  of  the  Thames  (1 806-1 807),  mono-, 
chrome  wash  drawings  for  engravings,  including 
the  Liber  Studiorutn,  a  few  early  'colour  begin- 
nings', 'rapid  and  intensely  articulate'  pencil 
drawings  like  those  of  Sussex  (pages  71,  156), 
and  perspective  diagrams  for  his  lectures  as; 
Professor  of  Perspective  at  the  Royal  AcaSemy, 
The  period  begins  with  Turner's  first  visits  to 
France  and  Switzerland  (1802)  and  ends  with  his 
first  visits  to  the  Rhine  and  Italy  (18 19-1820),  but 
the  years  in  between  were  spent  at  his  homes  ir» 
Hammersmith  and  Twickenham  and  in  travelling 
around  England,  recording  everywhere  with  the 
brilliant  sketches  that  these  pages  show. 

The  author  also  offers  us  insights  into  Turner's- 
personal  life  during  these  years.  He  maintains  that 
although  many  of  the  reactions  to  his  paintings 
were  unfavourable  and  the  long  poem  the 
Fallacies  of  Hope  was  begun  during  this  time,  not 
all  the  indications  were  of  the  increasing  isolatior 
of  which  Jack  Lindsay  speaks  in  his  biography] 
Many  of  the  sketches  show  that  he  was  becoming 
more  aware  of  contemporary  life  (see  the| 
Hastings  sketchbook,  page  102)  and  in  i8iq 
he  made  the  first  of  many  visits  to  Farnle\ 
Hall  at  the  invitation  of  Walter  Fawkes,  in  whom 
he  found  a  friend  as  well  as  a  patron.  Here  there 
was  always  a  throng  of  guests  whose  company 
Turner  seems  to  have  enjoyed(see pages  139-142).' 
He  began  to  come  to  terms  with  people,  an 
important  development,  for  in  many  of  his  later 
pictures  people  play  a  key  role.  The  great 
England:  Richmond  Hill,  on  the  Prince  Regent's 
Birthday  of  18 19,  which  Wilkinson  calls  'the 
apotheosis  of  these  years',  is  bustling  with  people. 

During  his  trip  abroad  in  1 8 19,  Turner  filled 
twenty-two  sketchbooks  with  drawings  and 
watercolours,  some  of  the  best  of  which  are 
shown  in  the  last  few  pages  of  this  book.  He 
exhibited  only  one  oil  at  the  Royal  Academy  in 
1820,  Rome  from  the  Vatican,  but  many  of  the 
ideas  and  impressions  recorded  in  these  sketches 
were  used  later.  'The  year  1820',  the  author  says,, 
'is  only  a  useful  place  to  stop  ....  Most  of  the 
activities  I  have  described  here  continued  into  the 
1820s,  but  the  germ  of  something  very  new  was 
then  working  that  was  to  turn  the  middle-aged, 
successful,  little  painter  into  a  giant.  But  not 
yet...'.  1 

In  the  third  in  this  scries  of  Turner's  sketches  at 
the  British  Museum,  the  accomplished  penci 
sketches  of  the  two  previous  volumes  are  sup- 
planted by  colour  sketches  as  the  most  important 
medium  for  Turner's  thoughts.  Although  he 
continues  to  produce  sketches  in  pencil,  they  art, 
no  longer  evocations  of  a  scene  but  the  meresJ 
shorthand  to  jog  his  memory.  He  thinks  in  colour 
rather  than  line. 

The  author  divides  the  work  of  this  period  into 
three  main  groups  (preface) :  the  topographical 
work  for  engraved  series,  such  as  the  'Picturesque 
Tour  of  England  and  Wales'  and  'Turner's,' 
Annual  Tour  -  the  Loire';  the  Petworth  water- 
colours;  the  so-called  'Colour  Beginnings'. 
Wilkinson  says,  'Only  the  first  had  a  purpose  that 
is  known.  Turner  did  not  sketch  for  the  sake  oi 
sketching  and  his  purposes  in  producing  the  work 
in  the  other  two  groups  are  open  to  speculation'. 
Later  in  the  book  he  suggests  that  the  purpose  ol 
the  Petworth  scenes  was  as  'studies  for  pictures', 
such  as  the  watercolours  of  Faniley  Hall  and  it1 
occupants,  done  for  Walter  Fawkes  in  18 18.  He 
prefers  to  call  the  three  hundred  and  ninety  un- 
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ishcd  watercolours  that  Fmbcrg  labelled 
lour  Beginnings,  1820-1830?',  'colour 
ches'.  He  says:  'Though  nearly  all  arc  intcr- 
tations,  or  just  records,  of  natural  phenomena 
d  scenery  they  defy  categorisation  except  into 
;  crudest  groups.  I  regard  them  all  as  pictures 
d  not  as  'beginnings'  in  the  sense  of  false  starts 
pieces  of  rejected  undcrpainting  ....  They  arc 
e  tangible  material  of  Turner's  thought'. 
Once  again  the  commentary  to  the  sketches  is 
ief  but  illuminating.  It  reminds  the  reader  not 
Jy  of  Turner's  own  life  and  of  the  oils  he  was 
hibiting  at  the  Royal  Academy  during  this 
riod  but  also  of  contemporary  events  such  as 
e  death  of  Thomas  Lawrence,  the  President  of 
e  Royal  Academy,  in  1830  (commemorated  by 
arncr  in  a  watercolour:  Funeral  of  Sir  Thomas 
iwrence,  a  sketch  front  memory)  and  of  Beethoven, 
ree  years  previously,  'surely  his  musical 
>untcrpart'.  It  is  enlivened  by  quotations  from 
unier,  such  as  his  account  of  his  rough  stcam- 
ip  voyage  to  Staffa,  and  from  his  contcmporar- 
s,  such  as  Delacroix,  who  received  an  un- 
pourable  impression  of  him  when  he  met  him 
imetime  before  1835.  Sometimes  there  are 
irsonal  asides:  of  the  colour  sketch  called  'Study 
fsea'  (page  138)  he  says,  'If  I  had  to  choose  just 
ne  of  the  "Colour  Beginnings"  it  would  be  this 
ne',  showing  that  he  does  not  forget  the  appeal 
f  these  sketches.  The  text  is  never  superfluous 
aving  the  limelight  to  the  star  performers  in 
lis  book  -  the  colour  sketches  -  accurately  and 
lentifully  reproduced,  allowing  the  reader  to 
njoy  the  subtlety  and  splendour  of  Turner's 
olours.  Briony  Llewellyn 

3ritain  Observed 

"he  Landscape  through 
he  Artist's  Eyes 
ly  G.  Grigson 

08  pages,  1 1 8  illustrations 

nd  3 1  colour 

-ondon:  phaidon  press 

C9-95 

This  is  a  'book  of  pictures',  also  presented  to  us  as 
a  book  of  art  and  a  book  of  places'.  The  repro- 
luctions  are  its  chief  glory,  and  if  your  taste 

grees  with  the  author's,  they  will  afford  great 
>leasure.  One  might  even  call  this  a  'book  of 
urprises',  because  several  of  the  selected  works  are 
lot  well  known,  and  some  of  these  -  for  instance 
\.  T.  Devis's  Upton  House  from  the  South,  or 
Zharles  Keene's  etchings  -  are  particularly  fine. 
Yet  in  a  way  the  book  is  a  curiosity  because  it 
demands  to  be  read  as  well  as  looked  at.  It  covers 

wide  period,  with  the  works  arranged  chrono- 
logically, and  with  carefully-selected  quotations 
from  many  of  the  artists  whose  works  are 
reproduced  at  the  end  of  the  volume.  So  this  is  a 
visual  and  verbal  anthology  of  changes  and 
developments  in  attitudes  to  landscape  and  the 
painting  of  it,  arranged  along  historical  lines.  A 
more  specific  instance  of  the  way  the  author  has 
thought  about  the  history  of  landscape  occurs  in 
his  selection  of  a  group  of  late  nineteenth-century 
London  landscapes  by  little-known  painters: 
which  is  a  careful  classification. 

The  only  reason  it  is  worth  mentioning  this  is 
the  assertion  on  the  dustcover  that  the  'approach 
is  emotional  rather  than  historical',  whereas  in 
fact  the  author  has  indulged  both,  but  without 
striking  a  balance.  Subjective  criticism  has 
advantages,  and  there  is  a  real  need  for  a  bom- 


bastic critic.  Mr.  Grigson  is  sometimes  very 
satisfactorily  categorical,  being  about  the  first  to 
state  that  Girtin  is  overrated,  indulging  acid 
humour  in  his  account  of  Edward  Dayes,  and 
showing  perspicuity  in  calling  Whistler  '.  .  .  a 
greater  artist  than  we  like  to  confess  even 
now  .  .  .'.  Yet  he  can  also  be  trite  -  Hollar  is  an 
'energetic  artist  from  Prague':  the  adjective 
seems  chosen  at  random. 

Some  statements  arc  puzzling.  The  author 
asserts  that  a  liking  for  actual  landscape  ought  to 
precede  a  liking  for  painted  ones  and  that: 

The  wrong  starting  point  is  the  now  rather  too 
fashionable  study  of  the  history  of  art,  which  can  so 
slyly  insert  itself,  in  a  distorting,  even  a  blinding 
way,  between  picture  and  spectator. 

Granted  that  there  are  art  historians  who  appear 
shy  of  paintings,  surely  the  study  does  enlarge  the 
range  of  a  person's  capacity  for  visual  apprecia- 
tion, so  that  painted  landscapes  can  turn  someone 
to  real  ones  he  might  not  have  noticed  otherwise. 
The  author  seems  unaware  that  you  need  to  learn 
to  look,  so  we  find  the  fallacious  statement  that 
Gainsborough  and  Wilson  would  have  been 
better  painters  had  they  done  different  (that  is, 
more  naturalistic)  paintings,  which  assumes  that 
all  pictorial  possibilities  are  available  to  all  men  at 
all  times.  Yet  when  the  author  writes  of  the 
painted  landscape  as  an  'extra  revelation,  an  extra 
intensification,  rather  than  an  invention*  he 
seems  quite  aware  of  this  very  problem. 

So  in  the  end  we  have  a  pleasant  picture  book 
with  an  accompanying  text  of  very  mixed 
quality  -  so  mixed  that  one  wonders  how  long  it 
took  to  produce  the  book.  There  are  occasional 
factual  errors  -  a  Constable  sketch  of  Dedham 
from  Langham  in  Essex  is  labelled  as  from 
Higham  or  Stratford  in  Suffolk  for  instance,  and 
the  production  is  sometimes  poor.  There  is  no 
list  of  plates  (an  erratum  slip  tells  us  a  Sisley  has 
been  printed  back  to  front)  and  the  artists  are  not 
identified  in  captions.  Normally  one  man's 
works  follow  in  sequence,  but  it  is  not  useful  to 
find  what  appears  to  be  a  Wilson,  and  a  Row- 
landson,  sandwiched  between  a  Gainsborough 
and  a  Crome,  with  no  labelling  for  guidance. 

M.  Rosenthal 

Books  received 

Harvard  College  Library 

Department  of  Printing  and  Graphic  Arts 

Catalogue  of  Books  and  Manuscripts 
Part  II :  Italian  Sixteenth  Century  Books 
Compiled  by  Ruth  Mortimer 
Two  volumes 

840  pages,  numerous  illustrations 
Cambridge,  Mass. :  the  belknap  press. 
of  Harvard  University  Press 
£37.50  with  slipcase 

Scottish  Painters  at 

Home  and  Abroad ,  1 700- 1 900 

By  David  and  Francina  Irwin 
508  pages  text,  208  illustrations, 
7  colour  plates,  13  line  drawings 
London: faber  and  faber 
£25.00 

Edwardian  Architecture  and  Its  Origins 

By  Alastair  Service  and  others 
504  pages,  numerous  illustrations 
London: architectural  press 
£18.00 


Emblem  and  Expression 

Meaning  in  English  Art 

of  the  Eighteenth  Century 

By  Ronald  Paulson 

256  pages,  163  illustrations 

London:  thames  and  Hudson 

£9.50 

The  Oxford  Companion 
to  the  Decorative  Arts 

Edited  by  Harold  Osborne 
865  pages,  illustrations 
London:  clarendon  press/ 

OXFORD  UNIVERSITY  PRESS 

£10.50 

London :  The  Art  of 
Georgian  Building 

By  Dan  Cruickshank  and  Peter  Wyld 

232  pages,  numerous  illustrations 

London:  the  architectural  press 

New  York:  architectural  book  publishing 

Xn-95 

Turner 

Paintings,  Watercolours, 

Prints  and  Drawings 

By  Luke  Herrmann 

240  pages,  190  illustrations 

and  48  colour 

London:  phaidon  press 

For  Love  of  Painting 

The  Life  of  Sir  Gerald  Kelly,  kcvo,  pra 

By  Derek  Hudson 

177  pages,  illustrations 

London:  peter  davies 

£4-90 

The  Genius  of  the  Place 

The  English  Landscape  Garden,  1620-1820 
Edited  by  John  Dixon  Hunt  and  Peter  Willis 
390  pages,  illustrations 
London:  PAUL  elek 
£12.50 

Victorian  Pubs 

By  Mark  Giruoard 

223  pages,  200  illustrations 

and  1 3  colour 

London: studio  vista 

X>95 

The  Architectural  Interpretation 
of  History 

By  John  Gloag 

348  pages,  numerous  illustrations 
and  line  drawings 
London:  a.  and  c.  black 

£8-50 

The  Life  and  Works  of 
Martin  Johson  Heade 

By  Theodore  E.  Stcbbins,Jr., 
303  pages,  402  illustrations 
New  Haven  and  London: 

YALE  UNIVERSITY  PRESS 
£l<5.50 

Marine  Painting 

An  historical  survey 
By  William  Gaunt 
264  pages,  200  illustrations 
and  43  colour 

London:  secker  and  warburg 
£9-50 
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Sale 


rooms 


In  a  sale  of  English  and  Continental  glass  held  by 
Sotheby's  on  29  September,  a  rare  South  German 
ruby-glass  beaker  was  sold  for  £2,500  ($5,250).  It 
is  wheel-engraved  in  the  manner  of  Johann  Heel 
in  Tiefschnitt  (intaglio  work)  with  the  arms  of 
Maximilian  Emanuel,  Elector  Palatine  and  Duke 
of  Bavaria  (1662-1726).  It  was  made  in  the  late 
seventeenth  century  during  the  most  flourishing 
period  of  German  glass  engraving  and  when  it 
had  become  possible  to  make  clear  ruby  glass 
consistently  well.  Johann  Heel  (1637-1709)  was  a 
silversmith,  faience-painter  and  engraver  of 
prints,  as  well  as  a  glass-engraver,  and  worked  in 
Nuremberg.  The  decoration  on  the  reverse,  of 
birds  and  stylised  tulips  is  crisply  executed. 

A  portrait  miniature  by  John  Hoskins,  signed 
and  dated  1647,  fetched  £2,640  ($5,544)  in  a  sale 
at  Sotheby's  on  13  October.  It  was  of  Sir  Thomas 
Bendish,  a  staunch  Royalist,  who  played  a  leading 
part  in  the  peace  proposals  between  King  and 
Parliament  in  1642  and  was  imprisoned  in  the 
Tower  as  a  result.  He  became  Ambassador  at  the 
Turkish  Court  in  1647  and  on  his  retirement  lived 
at  Bower  Hall,  Essex  until  his  death  in  1672.  John 
Hoskins  had  been  the  leading  English  portrait 
miniaturist  between  c.  1625  and  c.  1640;  later  he 
was  overshadowed  by  his  pupil,  Samuel  Cooper, 
but,  as  can  be  seen  in  this  miniature,  his  style 
remained  vigorous  and  interesting. 

On  20  and  21  October  Christie's  held  a  sale  on 
the  premises  of  the  contents  of  Swinton  House, 
Masham,  Yorkshire;  it  realised  £255,575.  Three 
portraits  from  the  house  had  previously  been  sold 
to  the  nation:  an  informal,  full  length  portrait  of 
the  dancer  Giovanna  Baccelli  and  a  half  length  of 
David  Garrick,  painted  in  1770,  both  by  Thomas 
Gainsborough,  examples  of  the  fluency  and 
lightness  of  his  late  style;  and  a  full  length  portrait 
of  Master  Thomas  Lister  as  a  boy  by  Sir  Joshua 
Reynolds.  The  highest  price  paid  for  one  of  the 
remaining  pictures  was  £10,395  ($21,830)  for 
The  Swannery  Invaded  by  Sea  Eagles,  by  Sir  Edwin 
Landseer,  exhibited  at  the  Royal  Academy  in 
1869.  Also  in  the  sale  was  some  fine  furniture  (see 
next  month's  issue),  books,  silver,  and  porcelain. 

Briony  Llewellyn 


1 .  South  German  ruby-glass  beaker, 
late  seventeenth  century. 
Height:  125  mm. 
Sotheby's,  September  1975. 
£2,500  ($5,250). 


4.  Thomas  Gainsborough,  ra. 
David  Garrick,  1770. 

Sold  to  the  nation  by  Christie's  on  behalf 
of  the  Trustees  of  the  Swinton  Settled  Estates 
October  1975. 


2.  John  Hoskins,  1647. 
Sir  Thomas  Bendish,  Bt.,  1647. 
Oval :  3  inches. 
Sotheby's,  October  1975. 
£2,640  ($5,544)- 


5.  King  William  in  depicted 
as  a  Roman  Emperor,  Below 
by  Ralph  Wood, 
c.  1770-1775. 
Sotheby's, 
September  1975. 
£5,800  ($12,180). 


6.  Pablo  Picasso. 
Le  Repas  Frugal, 
etching,  462  x  377  nun. 
Sotheby's,  October  1975. 
£8,800  ($18,480). 


3.  Sir  Edwin  Landseer,  ra. 

The  Swannery  invaded  by  Sea  Eagles,  1 869. 

175  x  272  cm. 

Christie's,  Swinton  House,  Yorkshire, 

October  1975. 

£io,395($2i,83o). 
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7.  William  Adolphe  Boucuereau. 
Lc  Ravissemcnt  dc  Psyche,  1 895, 
210  x  1 19.5  cm. 
Sotheby's,  October  1975. 
£6,820  ($14,322). 


8.  Louis  xiv  silver-gilt  two-handled  bowl, 
marked  by  Claude  Payne,  Paris,  1686. 
Diameter:  12  cm. 
Sotheby's,  October  1975. 
£9,000  ($18,900). 


9.  Meissen  figure  of  Frederick  the  Great's  dog, 
by  J.J.  Kandlcr. 
Width:  25.5  cm. 
Christie's,  October  1975. 
£3,696  ($7,762). 


10.  Seventeenth-century  ebonised  bracket  clock 

by  Joseph  Knibb,  London  ; 

verge  escapement. 

Height:  33.5  cm. 

Phillips,  September  1975. 

£12,500  ($26,250). 


1 1 .  Double  sided  icon  of  The  Annunciation, 
Cretan  school,  sixteenth  century. 
Height:  127  cm. 
Christie's,  October  1975 
£17,000  ($3  5,700). 


■asp 


13.  Detail  of  an  Italian  Renaissance  walnut  cassonc, 
mid-sixteenth  century.  Width:  171  cm. 
Bonham's,  Blair  Drummond,  September,  1975. 
£1,900  ($3,990). 


m>*M 


14.  Gilt  metal  table  clock,  seventeenth-century 
case,  eighteenth-century  movement. 
Height :  36  cm. 

Phillips,  September  1975.  £6,600  ($13,860). 

15.  One  of  a  pair  of  George  m  chambersticks 
made  by  John  Schofield,  1797. 

Phillips,  October  1975.  £500  ($1,050). 


^^^^ 


Left. 

12.  Piece  of  eight  minted  in  Mexico  City,  1732. 
From  the  wreck  of  the  Dutch  East  Indiaman 
Hollandia. 

W.  H.  Lane  and  Son,  Penzance,  September  1975. 
£l,800  ($3,780). 
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Diary 


IMAGES  OF  CONFLICT 
Maurice  Leitch 

The  Irish  imagination,  it  has  often  been  pointed 
out,  has  always  been  an  overwhelmingly  literary 
one,  so  much  so  that  the  visual  arts  and  artists  in 
that  country  continue  to  lie  in  almost  permanent 
shadow  cast  by  such  a  powerful  rival.  It  is  no 
accident  that  much  contemporary  Irish  painting 
is  still  also  under  the  thrall  of  international  ab- 
straction when  artists  of  other  nationalities  have 
long  since  rejected  its  influence.  Irish  painters  often 
give  the  impression  that  little  has  changed  since 
the  Book  of  Kells.  The  same  careful  patterning 
and  preoccupation  with  detail  are  all  too  evident, 
the  same  inversion,  the  same  retreat  away  from 
the  living,  the  raw  image. 

One  young  artist  who  has  forced  her  way  out 
of  the  prevailing  monastic  mould  almost  brutally, 
judging  by  her  latest  exhibition,  held  in  Kilkenny 
recently,  is  Anne  Davey  Orr.  In  a  series  of  conte 
crayon  drawings  and  powerfully  rooted  and 
heavy  sculptures  she  has  produced  a  remarkable 
manifesto  of  involvement.  Born  in  the  North  of 
Ireland,  she  has  been  living  in  Kilkenny  with  her 
architect  husband  for  almost  four  years  and  it  is 
obvious  that  the  events  of  the  recent  past  in  her 
own  part  of  the  country  have  worked  in  her  and 
on  her  to  produce  a  body  of,  at  times,  harrowing 
line  and  plastic  images. 

The  figures  dominate,  dark  gleaming  brown 
torsos  squatting  on  their  low  plinths  and  making 
no  concessions  to  any  preconceived  ideas  of 
smooth  or  seal-like  perfection.  Textures  are  rough, 
to  say  the  least;  there  are  bloody  paint  streaks  on 
the  surfaces ;  limbs  have  been  chopped  off,  almost 
arbitrarily  it  seems.  The  overwhelming  impres- 
sion is  one  of  bursting  force  as  if  the  sculptor  has 
worked  at  great  speed  to  retain  at  all  costs  -  at 
times  even  aesthetic  ones  -  her  original  inspira- 
tion. Talking  to  Anne  Davey  Orr  it  becomes  clear 
that  she  is  strongly  aware  of  the  dangers  of  that 
first  intense  passion  leaking  away  in  any  slow  and 
painstaking  polishing  process. 

The  titles  of  her  works  are  as  unflinching  as 
their  execution  -  Kneeling  to  Die,  Head  of  a  Dying 
Man,  Scarred  for  Life,  Guinea  Pig.  Even  to  viewers 
hardened  by  the  nightly  ration  of  filmed  bombing 
horrors  the  sense  of  shock  on  entering  this  ex 
hibition  is  considerable.  The  figures  frozen  in  mute 
agonies  at  floor-level  make  one  turn  with  relief  to 
the  drawings  on  the  walls,  but  many  of  these  are 
studies  for  the  sculptures;  the  rest  are  of  Belfast 
fires  and  funerals,  mobs,  and  the  aimless  old 
people  and  children  on  their  outskirts  caught  up 
and  wandering  from  one  street  encounter  to  an- 
other. Anne  Davey  Orr  is  particularly  good  at 
capturing  that  seconds-only  moment  of  bewilder- 
ment before  the  more  dramatic  emotions  takai 
control. 

There  are  strong  echoes  of  Russian  and  Mexican 
revolutionary  art,  indeed  many  visitors  to  this 
exhibition  are  convinced  immediately  of  power- 
ful propagandist  forces  at  work,  but  then  when 
they  probe  deeper  for  an  accompanying  political 
commitment,  as  so  many  people  do  here  almost 
by  reflex  these  days,  they  become  confused.  The 
artist,  in  her  catalogue  notes,  writes:  'I  hold  all 
life,  all  living  things  sacred.  I  have  tried  to  imagine 
being  present  at  death.  I  have  tried  to  be  there  and 
I  have  tried  to  count  the  cost'.  That  may  not  en- 
tirely satisfy  those  people  impatient  for  solutions 
-  even  in  art  -  but  then  the  artist  in  times  of 
violent  political  upheaval  has  always  been  under 
great  pressures  to  stand  up  and  be  counted,  a 
posture  alien  to  most,  sensing,  as  they  must  do. 
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hat  objectivity  is  the  frailest  and  most  precious  of 
ill  their  possessions.  Guernica,  after  all,  is  one  of 
:hc  rarest  of  artistic  phenomena. 

Many  modern  artists  are  convinced  of  their 
jowerlessness,  beside  the  camera,  to  effectively 
delineate  the  face  of  modern  violence.  Anne 
ravey  Orr  admits  openly  that  she  does  not  at- 
.ernpt  to  compete,  but  she  may,  I  believe,  have 
Seated  in  her  sculptures  and  drawings  something 
nuch  more  valuable  and  lasting. 

When  she  first  began  to  work  on  these  objects 
ler  intention,  she  tells  me,  was  not  to  reflect  or 
;ven  moralise  on  the  violent  happenings  in  the 
^Jorth,  she  wished  merely  to  exorcise  some 
lemons  of  a  personal  nature.  In  so  doing  the 
trtist  may  have  transferred  some  of  the  horrors  to 
:he  visitor  to  her  exhibition,  but  the  experience  is 
>ne  which  serves  to  reinforce  the  continuing 
roncept  of  man's  inhumanity  to  his  own  species. 

GAINSBOROUGH'S  DAUGHTERS 
Hie  Painter's  Daughters  chasing  a  Butterfly,  by 
Thomas  Gainsborough,  has  recently  been  the 
mbject  of  the  National  Gallery's  fourth  'Painting 
n  Focus'  exhibition.  It  was  painted  c.  1756  and 
s  the  earliest  in  a  series  of  five  surviving 
double  portraits  by  Gainsborough  of  his  daughters, 
Mary  and  Margaret.  Three  others  were  exhibited 
.ncluding  a  large  full-length  picture  of  them  as 
'fine  ladies'  in  the  1770s,  lent  by  Samuel 
Whitbread.  There  were  also  two  individual 
portraits  of  the  girls  from  the  same  decade.  In 
all  these  pictures  there  is  an  effortless-seeming 
fluency  created  by  the  freedom  in  the  handling  of 
paint  and  the  natural  poses.  There  is  an  air  of 
intimacy  but  at  the  same  time  of  melancholy, 
ironically  foreshadowing  the  unhappiness  of  their 
later  lives. 


NANTGARW  SERVICE 

Spink's  (Duke  Street,  St.  James's,  swi),  are  selling 
a  rare  Nantgarw  porcelain  service  (a  square  dish 
and  tureen  are  illustrated).  It  was  bought  in  1 81 8, 
probably  from  Mortlock's,  by  the  Prince  Regent, 
as  a  present  for  his  younger  brother,  Adolophus 
Duke  of  Cambridge,  on  the  occasion  of  his 
marriage  to  Princess  Augusta  of  Hesse-Cassel. 
It  is  richly  gilded  and  decorated  with  panels  of 
birds,  fruit  and  landscapes  on  a  maroon  ground, 
surrounding  flower  sprays  in  the  centre  of  the 
dishes. 


The  Court  of  the  Worshipful  Company  of 
Plaisterers  was  recently  presented  with  this  lectern 
by  the  retiring  Master,  Mr.  Jack  Godfrey-Gilbert. 
The  lectern  was  specially  commissioned  by  Mr. 
Godfrey-Gilbert  and  was  made  by  the  Sussex 
sculptor  and  silversmith,  Jack  Trowbridge.  It  is  of 
metal  alloy,  polished  and  tooled,  and  bears  the 
coat  of  arms  of  the  Company  finished  in  gilt 
and  enamel. 

Jack  Trowbridge  of  Burgess  Hill,  Sussex  is 
thirty-seven  and  began  his  working  life  as  an 
apprentice  to  the  Sussex  sculptor,  John  Skelton. 
He  still  works  for  him  during  the  day  but  makes 
jewellery  in  his  spare  time.  He  sells  his  work 
privately  to  a  private  gallery  and  recently  showed 
his  jewellery  in  the  'Loot'  exhibition  at  Gold- 
smiths' Hall,  London. 
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Arnold  Bocklin. 
////  Friihling,  1873, 
104  x  77  cm. 

Rolf  Andre,  curator  of  paintings  at  the  Kunst- 
museum  in  Dusseldorf,  is  preparing  a  catalogue 
raisonne  of  Arnold  Bocklin  and  would  like  to 
trace  this  picture.  It  belonged  to  Fredarich 
Eckstein  in  London  in  1902  and  later  passed  into 
the  collection  of  Ludwig  Eckstein,  also  in  London, 
but  it  has  since  been  lost.  Any  knowledge  of  it 
would  be  welcome. 

Willi  Baumeister's  drawings  and  gouaches  are 
being  catalogued  on  behalf  of  the  Staatsgalerie 
Stuttgart  and  with  the  financial  aid  of  the 
Fritz-Thyssen  Foundation.  The  editor  of  the 
catalogue  appeals  to  all  persons  and  institutions 
who  possess  such  works  of  art  to  make  available 
to  him  any  relevant  references,  photographs  and 
technical  data. 
THE  FAN  CIRCLE 

The  inaugural  reception  of  the  Fan  Circle  was  held 
at  the  Fan  Makers'  Hall  last  month.  The  Circle 
aims  to  promote  interest  in  fans  from  all  over  the 
world  and  from  all  periods.  There  will  be 
lectures,  an  annual  exhibition,  newsletters,  an 
annual  journal  and  opportunities  for  private 
selling.  Membership  enquiries  should  be  made 
(with  s.a.e.)  to  Mrs.  G.  Hardy,  8/8  The  Paragon, 
Blackheath,  London  SE3. 

TIN  TOYS 

Nostalgia  for  the  things  of  the  1920s  and  1930s 
is  fashionable,  but  something  that  every  little  boy 
might  have  had  is  not  usually  remembered  -  the 
tin  toy.  A  remarkable  collection  of  these,  belong- 
ing to  Mr.  Anthony  Gross,  is  on  view  at  the 
Bethnal Green  Museum,  Cambridge  Heath  Road, 
London  E2,  from  1 1  December  to  25  January. 
There  are  vehicles  of  all  sorts  -  limousines,  buses, 
fire  engines,  land  speed  record  cars,  a  filling  station, 
boats  and  aeroplanes.  Many  are  clockwork  and 
arc  still  in  working  order. 
Below  left. 

Open  Tourer,  made  by  Karl  Bub. 
German,  1920s. 

Below. 

'Fares  Please'  bus, 
made  by  J.  Distler  of  Numberg. 
German,  1930s. 

As  the  bus  moves  along,  the  conductor  moves 
up  and  down  between  the  passengers. 


Galleries 


Edward  Burne-Joncs 

Landscape  Masterpieces 
from  Soviet  Museums 

The  Excellent 
Mrs.  Mary  Beale 

German  Baroque  Drawings 
of  the  Seventeenth  and  Eighteenth 
Century 

William  Woodhouse  1857-1939 

Carriage  Clocks 

Seventeenth  Century 
Dutch  and  Flemish  Old  Masters 

East  Anglian  Art 


Edward  Burne-Jones 

5  November  1975-4 January  '976 
Hayward  Gallery,  Belvedere  Road,  si  1 
Reviewed  by  Ronald  Parkinson 

It  is  right  that  the  scries  of  exhibitions  devoted  to 
the  Pre-Raphaelites  and  their  associates  -  the 
most  important  being  Ford  Madox  Brown  (1964) 
Millais  (1967),  Holman  Hunt  (1969),  Rossetti 
( 1 973)  ~  should  continue  with  the  present  splen- 
did showing  of  the  work  of  their  most  important 
artistic  heir,  Edward  Burne-Joncs.  Burne-Jones 
is  one  of  those  artists  whose  few  very  well- 
known  works  have  given  him  an  utterly  con- 
ventional and  eminently  Victorian  image,  but 
who  proves  on  closer  examination  to  be  enig- 
matic, peculiar,  and  even  subversive — as  an  artist, 
not  as  a  man.  Burne-Jones  the  man  could  be  both 
dull  and  silly,  often  adopting  a  feeble  pose,  as 
when  he  would  not  read  'Anna  Karenina'  be- 
cause he  could  not  afford  to  be  made  unhappy. 
His  later  moods  arc  those  of  Jaques,  of  a  once 
great  mind  drained  by  experience  until  only 
ironic  melancholy  is  left.  But  Burne-Joncs  had 
never  possessed  a  great  mind,  and  his  experiences 
were  severely  limited  in  both  nature  and  number; 
he  consequently  puts  us  in  the  role  of  some 
housemaster  who  wants  to  pick  him  up  and  shake 
him  and  make  him  play  the  game.  As  with 
Ingres,  whom  he  resembles  in  many  ways, 
Bume-Jones's  art  is  quite  unlike  his  life,  and 
endlessly  fascinating.  The  present  exhibition 
provides  the  first  opportunity  in  modern  times  to 
fully  assess  his  art,  and  the  artist  emerges  as  a  Des 
Esseintes  rather  than  a  Mr.  Pooter. 

John  Christian,  the  organiser  of  the  exhibition, 
is  to  be  congratulated  on  assembling  most  of  the 
large  oils  of  the  1870s  and  1880s ;  it  is  by  these  that 
Burne-Jones  should  be  judged,  as  he  was  seventy- 
seven  years  ago  at  the  New  Gallery.  It  is  en- 
couraging to  find  that  these  paintings  do  not  look 
like  Hollyer  photogravures  nor  King's  Road 
posters.  They  are  magnificent  in  colour,  dignified, 
and  vividly  evocative  of  that  other  world  in 
which  so  many  Victorians  yearned  to  dwell. 
They  are  not  vacuous,  as  one  might  fear  from 
reproductions;  Burne-Jones's  sense  of  scale,  like 
his  imaginative  powers,  far  exceeded  that  of  his 
contemporaries.  For  a  Victorian  artist,  his  range 
was  wide,  and  the  present  show  not  only  traces 
the    chronological    development    from  The 

1.  Sir  Edward  Burne-Jones. 

Love  and  the  Pilgrim. 

The  Tate  Gallery.  Hayivard  Gallery. 


(  Kxjord  and  Cambridge  Magazine  to  Love  Leading 
the  Pilgrim,  but  includes  pencil  studies,  intricate 
pen  drawings,  jewel-like  watercolours,  oil 
sketches,  decorative  designs,  furniture,  tapestry, 
book  illustrations,  stained  glass,  caricatures,  and 
the  Graham  piano.  In  all  these  areas  Burne-Joncs 
proves  to  be  impressive.  His  imagination  and  in- 
vention seldom  falter;  The  Hours  for  example 
gives  only  a  suburban  allegory  of  the  spirit  of 
passing  time.  Although  the  masterpieces  of 
Arthur  in  Avalon  and  the  exquisite  Briar  Rose 
series  are  inevitably  missing  from  the  Hayward 
Gallery  (they  are  present  however  in  groups  of 
sketches  and  studies),  there  is  enough  to  convince 
us  of  the  grandeur  of  Burne-Jones's  art  and  the 
importance  of  the  present  exhibition. 

Although  no  art  historian  would  seriously 
dispute  the  historical  significance  of  Burne-Jones 
in  the  period  i860  to  1900,  opinions  about  his 
artistic  achievement  vary  widely.  As  the  veneer 
of  the  1960s  taste  for  the  Art  Nouveau  peels 
away,  many  find  it  increasingly  difficult  to 
admire  Burne-Jones.  Indeed,  his  careful  prepara- 
tory work,  his  pedantry,  his  dependence  on 
Renaissance  painting,  his  preciousness,  are  not 
likely  to  endear  him  to  the  later  twentieth 
century.  But  the  sensual  sonorities  of  Laus  Veneris, 
or  the  wan  rhetoric  of  Love  Leading  the  Pilgrim 
ought  to  remain  potent  for  us.  Dreamy  melan- 
choly has  long  been  an  aspect  of  European  art; 
Botticelli  in  the  fifteenth  century,  Giorgione  in 
the  sixteenth,  Claude  in  the  seventeenth,  Watteau 
in  the  eighteenth.  To  place  Burne-Jones,  even  at 
his  best,  in  such  distinguished  company  is  to 
expose  his  limitations  as  an  artist,  but  it  also 
emphasises  the  nature  of  his  visions,  and  his 
remarkable  expression  of  them  in  what  Rossetti 
called  his  'painted  poems'. 

Landscape  Masterpieces 
from  Soviet  Museums 

18  October-30  November  1975 

Royal  Academy  of  Arts,  Burlington  House, 

Piccadilly,  wi 

18  December  1975-28  January  1976 
Glasgow  Art  Gallery  and  Museum, 
Kelvmgrove,  Glasgow 
Reviewed  by  Louise  Collis 

This  exhibition  represents  the  cultural  aspect  of 
detente.  Our  Turners  are  visiting  Moscow  and  in 
reply  the  Russians  have  lent  one  hundred  and  two 
landscapes  from  various  state  collections.  It  may 
be  said  at  once  that  the  Russians  have  the  best  of 
the  bargain.  But  one  should  not  condenui  a 
whole  school  of  painting  because  it  has,  apparent- 
ly, produced  nobody  who  can  approach  the 
power,  the  poetry,  the  sheer  magnificence  of 
Turner. 

Russian  painting  in  the  modern  sense  of  port- 
raits, landscapes,  genre  pictures  was  slow  to 
develop.  Religious  art  was  dominated  by  the 
Byzantine  mediaeval  style  until  a  very  late  date. 
Educated  people  spoke  French  and  looked  on 
western  Europe  as  the  fount  of  culture,  fashion, 
science  and  intellectual  stimulus  of  every  sort.  In 
this  they  were  not  wrong,  but  it  meant  that 
foreign  artists  were  imported  and  native  talent 
obscured.  They  were  not  the  only  nation  to 
suffer  this  spiritual  invasion:  European  art  has 
swept  the  world  to  the  great  detriment  of  the 
countries  of  the  Orient,  tor  example. 

This  is  not  to  deny  that  artists  of  genius  were 
born  to  Russia.  They  were,  in  large  numbers,  but 
they   were  predominantly  writers.   How  our 
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nineteenth-century  giants  shrink  when  placed 
beside  their  Russian  contemporaries:  Dickens, 
Dostoevsky ;  Thackeray,  Tolstoy ;  it  is  unnecessary 
to  prolong  the  list.  And  we  must  not  forget  the 
vital  Russian  contribution  to  music  and  dancing, 
where  their  prestige  was  such  that  ballerinas  felt 
obliged  to  Russify  their  names:  Alicia  Markova, 
for  instance.  Another  Russian  art  which  flourished 
strongly  was  that  of  the  peasants,  untouched  by 
fashionable  notions  and  applied  to  the  carved 
decoration  of  their  houses,  sledges,  everyday 
utensils,  toys  and  the  elaborate  embroidery  of 
their  best  clothes. 

We  know  from  our  reading  that  the  Russians 
have  always  had  a  profound  feeling  for  the  ap- 
pearance and  atmosphere  of  their  country:  its 
beauty  and  strangeness,  the  dramatic  rivers  and 
mountains,  the  frightening  remoteness  and 
monotony  of  the  steppe,  the  silence  of  emptiness, 
the  sibilance  of  primeval  forests.  The  painters, 
however,  give  us  an  altogether  gentler  view  of 
their  surroundings.  We  have  pictures  of  parks 
and  woodland  glades,  of  streets  and  notable 
buildings.  The  rivers  flow  broadly  but  unalarm- 
ingly.  Sometimes  it  is  rather  stormy,  to  be  sure, 
and  there  is  a  good  deal  of  snow,  but  the  best 
pictures  display  the  love  of  nature  in  quietly 
poetic  mood:  the  reds  and  browns  of  Vasilyev's 
Forest  in  Autumn ;  the  domesticity  of  Savrasov's 
Back  Yard,  Winter  where  the  French  influence  is 
plain. 

Indeed  it  is  hardly  surprising  that,  in  the 
absence  of  a  strong  native  tradition,  the 
eighteenth  and  nineteenth-century  Russian  artist, 
having  visited  France  and  Italy  as  many  did, 
should  fall  into  a  habit  of  looking  at  his  country 
through  alien  eyes.  We  must  also  conclude  that 
such  a  view  was  pleasing  to  his  customers.  This  is 
an  instructive  exhibition  and  we  should  be 
grateful  to  the  Academy  for  providing  it. 

The  Excellent 
Mrs.  Mary  Beale 

13  October-21  December  1975 

The  Geffrye  Museum,  Kingsland  Road,  E2 

ioJanuary-21  February  1976 

Towner  Art  Gallery,  Eastbourne 

Reviewed  by  Sibylla  Jane  Flower 

Mary  Beale  died  in  1699.  Her  artistic  reputation 
has  been  kept  alive  by  the  praises  of  Vertue  and 
the  critical  attentions  in  this  century  of  C.  H. 
Collins  Baker.  Her  name  has  served  the  useful 
purpose  of  a  label  under  which  has  accumulated 
varied  portraiture  unattributable  elsewhere. 


2.  Feodor  Alekseyevich  Vasilyev. 
The  Tfiaw,  1871. 

55.5  X  108.5  cm. 

Russian  Museum,  Leningrad. 

Royal  Academy. 

The  exhibition  at  the  Geffrye  Museum, 
presented  in  the  context  of  International  Women's 
Year  by  Elizabeth  Walsh  (whose  article  in  The 
Connoisseur  in  1953  laid  the  foundation  of  con- 
temporary Beale  scholarship)  and  Richard 
Jeffrec,  consists  of  a  selection  of  thirty-eight  oil 
paintings  and  three  miniatures  on  which  to  base  a 
reassessment  of  her  qualities.  The  organisers  have 
produced  an  admirable  catalogue  raisonne  of  ex- 
hibited works  accompanied  by  a  list  of  all  others 
known  to  them  at  the  present  time.  Margaret 
Toynbec  has  prefaced  this  catalogue  with  an 
essay,  neatly  summarising  the  political  and  social 
background  so  highly  relevant  to  Mary  Beale's 
life  and  artistic  career  which  is  chronicled  subse- 
quently in  some  detail  by  Miss  Walsh  and  Mr. 
Jeffree. 

Mary  Beale  emerges  as  an  uneven  painter, 
competent,  at  times  accomplished,  almost  in- 
variably agreeable  but  capable  of  extreme 
pedestrianism.  Her  industry  (as  virtual  bread- 
winner of  the  family  she  had  little  choice  in  the 

3.  Mary  Beale. 
Self  Portrait,  c.  1675, 
18  X  15  inches. 
Private  Collection. 
Geffrye  Museum. 


matter)  was  her  artistic  downfall  and  the  por- 
traits that  have  so  far  emerged  can  represent  only 
a  fraction  of  her  total  output.  Some  of  the 
portraits,  such  as  that  of  the  spirited  child  Jane 
Fox  from  Sherborne  Castle,  of  Sir  Basil  Dixwell 
(aged  about  sixteen),  of  the  Young  Man  of  the 
Newdigate  Family  or  the  three-quarter  length  of 
Sir  John  Lowther  ixom  Longleat,  are  reputable  by 
any  but  the  highest  standards  of  artistic  excel- 
lence; furthermore,  they  retain  an  individuality 
uncrushed  by  the  massive  domination  of  her 
triend  and  mentor,  Lely. 

Mary  Beale's  father  was  a  clergyman  and  an 
amateur  painter  whose  portrait  was  painted  by 
Robert  Walker;  it  is  possible  she  received  some 
instruction  from  the  latter  although  her  friend 
Thomas  Flatman  speaks  of  her  as  'my  scholar'. 
For  the  greater  part  of  her  career  she  can  be  said 
to  belong  firmly  in  the  Lely  circle  but  she  was  not 
afraid  to  modernise  her  style  and  her  later 
portraits  were  much  influenced  by  Riley, 
Wissing  or  Kneller. 

The  most  important  factor  about  Mary  Beale 
winch  fully  justifies  every  effort  made  to  throw 
further  light  on  her  life  and  works  is,  paradoxic- 
ally, the  amount  we  already  know  of  her,  of  her 
working  methods,  her  patrons  and  her  artistic 
and  social  milieu.  Sir  Oliver  Millar  refers  in  his 
introduction  to  the  catalogue  to  Charles  Beale, 
Mary's  husband,  whose  notebooks  and  other 
surviving  papers  provide  a  record,  unrivalled  at 
this  period,  of  a  painter's  life,  of  colours  and  of 
other  artistic  materials.  Charles's  notes  were  made 
on  the  blank  leaves  at  the  end  of  yearly  almanacs; 
Vertue  was  lent  seven  of  these  for  1661,  1671, 
1672,  1674,  1676,  1677  and  1681  and  transcribed 
lengthy  extracts;  only  two  of  these  are  known  to 
scholars  at  the  present  time  (in  the  National 
Portrait  Gallery  and  the  Bodleian  Library). 
Charles  himself  was  a  Civil  Servant  and  sometime 
Deputy  Clerk  of  the  Patents;  in  1665  he  lost  his 
job  and  although  he  carried  on  a  small  business  in 
artists  colours  and  works  of  art,  there  can  be  no 
doubt  that  Mary  was  the  principal  supporter  of 
their  family  of  two  sons.  The  family  background 
of  both  Charles  and  Mary  was  the  country 
gentry  of  the  Puritan  Ascendancy:  intelligent, 
cultivated,  straightforward;  their  house  was  a 
meeting-place  for  a  group  of  rising  young  men  in 
the  church,  the  sciences,  the  professions  and  the 
civil  service,  many  of  whom  became  key  figures 
in  the  formation  of  the  Royal  Society.  Mary's 
sitters,  clerics,  lawyers,  scholars,  scientists,  and 
politicians,  reflect  her  background,  her  values  and 
her  faith;  she  was  competent,  resourceful,  sensi- 
tive and  thoroughly  professional.  The  exhibition 
and  the  scholarly  catalogue  are  just  deserts. 


German  Baroque  Drawings 

16  October  -  19  November  1975 
Heim  Gallery,  59  Jermyn  Street,  wi 
Reviewed  by  Robert  Harbison 

An  exhibition  of  drawings  can  be  the  best 
introduction  to  a  group  of  unfamiliar  artists,  a 
skeletal  version  of  their  intentions  in  compact 
form.  When  this  convenience  is  accompanied  as 
it  is  at  the  Heim  by  a  well-written  catalogue,  the 
viewer  is  fortunate.  Many  will  know  German 
Baroque  in  architectural  ensembles  where  the 
names  of  artists  are  swept  up  in  the  tumult  of  rich 
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4.  Joseph  Anton  Feuchtmayer. 

Detail  of  a  design  for  the  upper  portion 

of  an  altar,  1760s, 

pen  and  brown  ink  over  pencil. 

Stddtische  Wessenbcrg  Gemaldegalerie ,  Constance. 

Heim  Gallery. 

materials  fdling  dizzying  spaces;  this  exhibition 
of  choice  examples  from  twelve  German 
museums  gives  a  chance  to  take  a  more  analytic 
view,  presenting  several  examples  of  many 
artists'  work  and  thus  establishing  them  as 
artistic  personalities.  There  are  ten  or  a  dozen  of 
whom  the  exhibition  makes  the  visitor  want  to 
know  more,  all  but  one  Southerners  and  most 
working  in  the  latter  part  of  the  period  presented. 

In  some  of  the  most  interesting  works  the  old 
German  appetite  for  the  grotesque  breaks 
through  the  Italianate  forms:  in  the  horrors  from 
beyond  the  grave  of  Joseph  Werner,  but  also  in 
the  grand  altarpiece  by  Egid  Asam  conveying  a 
more  irreverent  spirit  than  any  Italian  counter- 
part. The  scamper  of  the  putti  who  seem  about  to 
upset  the  censers  is  transferred  to  the  tendrils 
dancing  around  the  six  spiral  columns  and  to 
the  awning  supports  which  give  a  few  shivers 
before  they  reach  the  top,  until  the  massive  whole 
seems  on  the  verge  of  one  convulsive  motion. 
There  are  many  fine  examples  in  the  show  of 
designs  for  this  orchestration  of  the  mediums 
of  painting,  sculpture  and  stucco;  few  of  the  most 
interesting  are  painters  pure  and  simple,  but 
kinds  of  decorator-architect  who  realise  their 
designs  in  materials  more  palpable  than  paint. 

Two  drawings  by  J.  A.  Feuchtmayer  both  frag- 
ments of  altar  projects,  reveal  a  startling  and  indi- 
vidual technique.  The  smaller  example  conveys 
in  a  skittering  stroke  a  weaving  in  and  out  of 
forms  within  a  shallow  depth,  which  becomes  in 
the  larger  drawing  a  sense  of  untraceable  modu- 
lation as  arches  and  garlands  turn  themselves 
inside  out  or  disappear  into  the  next  opening,  all 
created  by  a  peculiar  hatching,  flickering  but 
icily  precise.  After  all  the  fascinating  icono- 
graphy of  the  Baroque  -  streams  of  blood  from 
Christ's  wound  and  milk  from  Mary's  breast 
meeting  at  Augustine's  chin  and  forming  a  dia- 
mond lozenge  with  the  triangle  of  the  Trinity 
above  (Matthaus  Gunther,  The  Ecstasy  of  St. 
Augustine)  -  we  find  in  Feuchtmayer  its  sublima- 
tion to  the  bare  idea  of  the  multiplied  movement. 

The  exhibition  can  be  seen  later  at  the  Birm- 
ingham Museum  and  Art  Gallery,  the  Fitzwilliam 
Museum,  Cambridge,  and  Glasgow  Art  Gallery 
and  Museum. 


William  Woodhouse,  1857-1939 

13-29  November  1975 
The  McDonald  Booth  Gallery 
172  Walton  Street,  London  SW3. 
Reviewed  by  Ann  Louise  Riley 

William  Woodhouse  was  a  country  man,  brought 
up  in  the  quiet  fishing  community  of 
Morecambe.  He  studied  at  the  Lancaster  School 
of  Art  and  exhibited  at  the  Royal  Scottish 
Academy  in  1883.  He  travelled  widely  in  the 
Mediterranean  sketching  the  wildlife.  He  went  as 
far  as  Turkey  and  from  the  vivid  portrayal  of  a 
tiger  hunt  in  the  picture  illustrated,  it  would 
seem  to  India  as  well  although  there  is  no  definite 
record  of  this.  He  became  well  known  in 
Lancashire,  exhibiting  frequently  in  Lancaster  and 
Preston  and  also  at  the  Royal  Academy. 

William  Woodhouse  was  a  striking  artist  for 
his  versatility  in  subject  matter  and  techniques  of 
painting.  He  painted  pictures  in  the  sporting 
genre,  agricultural  and  country  scenes,  wild  ani- 
mals, portraits  and  architectural  scenes.  •  His 
animals  really  live;  like  Stubbs,  he  studied  animals 
in  detail  in  slaughter-houses  making  many  pre- 
liminary sketches  before  painting  in  oils.  He  used 
an  exploratory  approach  to  drawing  by  studying 
some  of  the  first  cine-films  by  Edward 
Muybridge  in  order  to  get  the  movement  of 
animals  accurately  and  this,  coupled  with  his  own 
observation  and  knowledge  of  animal  life,  made 
his  work  lifelike  and  full  of  movement.  In  his 
watercolours  painted  after  1900,  he  uses  an  effec- 
tive technique  of  stippling  which  recalls  French 
artists  of  the  time  more  than  English. 

This  is  the  first  of  a  series  of  exhibitions  of  the 
work  of  William  Woodhouse,  who  having 
known  fame  in  his  home  county  now  deserves 
more  attention  in  London.  There  will  be  two 
more  exhibitions  at  the  same  gallery  early  next 
year. 


5.  William  Woodhouse. 
Returningfrom  a  Tiger  Hunt, 
watercolour. 

The  McDonald  Booth  Gallery. 


Carriage  Clocks 

26  Novcmber-17  December  1975 
Asprey  and  Company, 
165-169  New  Bond  Street,  wi 
Reviewed  by  Georgina  Fuller 

Twelve  years  ago  comparatively  little  was  known 
about  top  quality  carriage  clocks  and  there  was  a 
good  selection  on  the  market.  Today  it  seems  that 
most  have  gone  to  ground  and  are  on  view  only 
for  star  appearances,  as  at  the  Peter  Incheichen 
auction  last  month  in  Zurich  where  an  early 
Breguet  fetched  two  hundred  and  eighty  thousand 
Swiss  Francs,  a  world  record  for  a  clock  of  any 
kind.  While  the  lower  end  of  the  London  market 
is  thriving  on  old,  and  not-so-old,  examples  of 
ordinary  French  timepieces,  the  first-rate  clocks 
are  fiercely  fought  over.  So  the  original  massive 
import  of  both  mass-produced  and  especially 
commissioned  French  clocks  during  the  late 
nineteenth  and  early  twentieth  century  has  been 
dramatically  reversed. 

Asprey  and  Company  have  collected  together 
over  seventy  clocks  which  have  passed  through 
their  hands  during  the  last  ten  years,  some  of 
which  are  for  sale.  All  of  them  are  rare,  most  are 
unique.  The  largest  is  a  hefty  sixty-pound  English 
chronometer  carriage  clock  made  c.  1865  by  E. 
Dent  and  Company,  the  firm  who  made  Big  Ben. 
It  houses  a  quarter  striking  movement  on  eight 
bells  and  a  perpetual  calendar  (not  only  months, 
but  leap  years  too).  The  smallest  is  a  diminutive 
timepiece  three  inches  high,  in  a  case  with 
charming  enamel  panels.  Of  the  early  English 
clocks  they  are  displaying  an  1825  Gamier  grande 
sonnerie  in  a  one-piece  case  and  a  splendid 
Vulliamy  of  about  1830,  both  excellent  examples 
of  the  heaviness  and  restraint,  and  the  precise 
fusee  movement  of  English  carriage  clocks. 
Among  the  magnificent  array  of  French  clocks 
there  is  a  grande  sonnerie,  minute  repeating  clock 
with  a  perpetual  calendar  made  by  Le  Frand,  in 
the  1 860s,  in  a  pillared  D/Vec/oire-style  case.  The 
exhibition  also  shows  the  huge  variety  of  decora- 
tive cases:  the  plain  and  elegant  early  cases 
standing  beside  delightful  cloisonnee  enamel 
examples,  as  well  as  finely  pierced  tracery  and 
chinoiserie  ones. 
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There  has  been  no  other  exhibition  devoted 
entirely  to  carriage  clocks  and  this  is  a  welcome 
chance  to  see  gathered  together  so  much  that  is 
rare  and  sumptuous,  before  they  disappear  into 
the  bank  vaults  for  ever. 


Seventeenth  Century 

Dutch  and  Flemish  Old  Masters 

7  October-2i  December  1975 
Alan  Jacobs  Gallery, 
1 5  Motcomb  Street,  swi 
Reviewed  by  Paul  Goldman 

Although  this  is  a  rather  mixed  exhibition,  there 
are  one  or  two  items  of  particular  interest. 
Perhaps  the  finest  landscape  here  is  a  Scandinavian 
scene  with  a  waterfall,  by  Allart  van  Everdingen. 
The  artist  spent  much  of  his  life  working  in 
Norway  and  was  inspired  by  the  windswept 
countryside  and  the  effects  created  by  water  upon 
rocks  and  stones.  This  is  a  dramatic  and  exciting 
interpetation  of  an  essentially  everyday  scene.  A 
rough-hewn  mill  straddles  a  torrent  of  rushing 
water  which  tumbles  over  the  surrounding 
rapids.  Boldly  and  confidently  the  building  is 
placed  nearly  in  the  centre  of  the  composition 
while  three  white  goats  and  a  dog,  most  delicately 
drawn,  trot  over  the  bridge  in  front.  These  pro- 
vide both  a  focus  and  a  calculated  relief  from  the 
noise  and  violence  of  the  water  crashing  on  to  the 
slimy  yellow  boulders  in  the  river.  To  the  left  a 
group  of  workers  are  resting.  One,  dressed  in  a 
scarlet  jacket  and  long  leather  boots,  leans  against 
a  log  and  cushions  his  head  in  his  hands  while  .1 
companion  lies  full-length  along  the  same  piece 
of  wood.  These  figures,  apparently  so  casually 
posed,  are  drawn  with  a  sure  facility  and  provide 
a  human  interest  as  well  as  a  realism  and  an  in- 
tensity that  foreshadow  Corot.  Evcrdingcn's 
strength  rests  in  the  combination  of  an  etcher's 
line  and  attention  to  detail  with  a  painter's  sense 
of  mass  and  colour.  This  work  bears  a  marked 
resemblance  to  a  number  of  his  etchings  and 
particularly  to  The  Watermill  (Dutuit  99)  and 
The  Cascade  near  the  Watermill  (Dutuit  102). 

Of  the  eight  Still-life  paintings  exhibited,  one 
by  Rachel  Ruysch,  Tlowers  in  a  glass  vase  standing 
on  a  stone  ledge,  is  of  outstanding  quality.  Taut 
but  vigorous  draughtsmanship,  rich  dark  colours 
and  a  finely  controlled  use  of  light,  produce  a 
charming  and  lively  work.  The  broken  twig  that 
bobs  up  and  down  when  the  vase  is  moved  and 
the  two  translucent  butterflies  add  a  feeling  of 
energy  and  activity.  The  flowers  are  rendered 
with  true  understanding  and  the  entire  piece  is 
the  result  of  intelligent  and  thoughtful  observa- 
tion. By  comparison,  Christoffcl  van  den 
Berghc's  painting  is  rude  and  unsophisticated.  His 
flowers  are  impossibly  gaudy,  imagined  rather 
than  seen  and  the  glass  'humpen'  is  rough  and 
misshapen. 

Procris  and  Cephalus  by  Sir  Peter  Lely  depicts  a 
subject  taken  from  Greek  mythology.  The  draw- 
ing, especially  in  the  hands  and  faces,  is  skilful  and 
refined  while  Procris's  alabaster  skin  and  satin 
gown  contrast  strongly  with  her  long  brown  hair 
and  the  deep  red  of  her  husband's  clothing.  Near- 
by, two  rosy-checked  putti,  holding  hands  and 
grinning,  chatter  conspiratorially  together.  The 
dog's  head  peering  into  the  scene  from  the  lctt 
and  the  arrow-filled  quiver  which  disappears  to 
the  right  suggest  that  the  work  may  originally 
have  been  larger. 


East  Anglian  Art 

12-28  November,  1975 
Oscar  and  Peter  Johnson, 
Lowndes  Lodge  Gallery, 
27  Lowndes  Street,  swi 
Reviewed  by  Briony  Llewellyn 

Nearly  eighty  paintings  and  drawings  were 
gathered  for  this  exhibition,  presenting  a  wel- 
come opportunity  to  see  the  work  of  many  lesser 
known  artists  from  both  Norfolk  and  Suffolk. 
Not  surprisingly  the  spirit  of  'Old'  John  Crome 
(1768- 1 821),  the  father  of  the  Norwich  school  of 
painting,  pervaded  many  of  the  pictures.  Two 
landscapes  by  his  best  known  pupils,  James  Stark 
and  George  Vincent,  and  others  by  Alfred 
Stannard,  Henry  Bright,  John  Bemey  Ladbrooke 
and  Samuel  David  Colkett,  showed  his  influence 
in  their  naturalistic  depiction  of  the  East  Anglian 
countryside.  On  the  Bureside  and  A  Norfolk  River 
Scene  by  Alfred  Stannard  were  particularly  fine. 
Artists  from  Suffolk  such  as  John  Moore  and 
Edward  Robert  Smythe  were  also  influenced  by 
Crome  to  some  extent;  Edward  Robert's 
younger  brother,  Thomas,  on  the  other  hand, 
who  never  went  to  Norwich,  was  more  inspired 
by  Gainsborough. 

John  Sell  Cotman,  the  other  great  pillar  of  the 
Norwich  school,  was  represented  by  some 
delightful  pencil  drawings,  particularly  Old 
Buildings  on  a  Norfolk  Waterfront,  examples  of  his 
mastery  in  'the  art  of  leaving  out'.  Many  mem- 
bers of  his  family  were  also  artists  and  there  were 
some  landscapes  here  by  his  second  son,  John 
Joseph,  and  his  nephew,  Frederick  George.  The 
atmospheric  effects  of  many  of  Bright's  paintings 
were  the  result  of  Cotman's  rather  than  Crome's 
teaching.  One  artist  who  is  well  documented  but 
whose  works  arc  seldom  seen,  is  Obadiah  Short 
who  worked  for  fifty  years  as  a  designer  with 
Willetts  of  Norwich,  devoting  his  spare  time  to 
landscape  painting;  the  light  and  simplicity  of  his 
watercolour  St.  Benet's  Abbey  owes  much  to 
Cotman. 


John  Berney  Ladbrooke,  (1803-1879). 
The  Swan  Inn. 
Oscar  and  Peter  Johnson. 

As  a  change  from  the  predominating  land- 
scapes were  two  still-lifes  by  Alfred  Stannard's 
eldest  daughter,  Eloise  Harriet  Stannard,  who 
drew  inspiration,  as  Crome  did  from  their  land- 
scape counterparts,  from  the  seventeenth-century 
Dutch  still-life  painters,  especially  Van  Os. 


Pierre-Auguste  Renoir. 
Atelier  du  Peintre,  Rue  Saint-Georges,  1876. 
From  an  exhibition  of  nineteenth  and 
twentieth-century  paintings  and  sculpture 
at  the  Lefcvre  Gallery,  30  Bruton  Street,  wi 
until  20  December.  There  arc  also 
paintings  by  Pissarro,  Renoir,  Boudin,  Derain, 
Signac,  Lcger,  Feininger,  Gris  and  Marquet 
and  an  elegant  marble  statue,  Sealed  Cardinal, 
by  Giacomo  Manzu. 
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SOME  DECEMBER 
CONTRIBUTORS 

Joanna  Defrates, 
formerly  at  the  British 
Museum,  is  now  a 
lecturer  at  the  Royal 
Scottish  Museum, 
Edinburgh. 

R.J.  P.  Kain 
is  at  the  Department 
:>f  Geography, 
University  of  Exeter. 

Richard  D.  Ryder 
is  a  clinical 

psychologist  at  Oxford. 
He  has  made  a  large 
collection  of  English 
mediaeval  furniture. 

A.  R.  E.  North 
is  Assistant  Keeper, 
Department  ot 
Metalwork,  Victoria 
and  Albert  Museum. 

M.  Q.  Smith 
is  Head  of  the 
Department  ot 
History  of  Art, 
University  of  Bristol. 


The  Connoisseur 
in  January 


DECEMBER  COVER 

Saint  John  in  anguish, 
by  the  Maitre  de 
Chaource,  c.  1510. 
Oak  with  traces  of 
polychrome. 
Height:  80  cm. 
Jacqueline  Boccador 
Collection,  Paris. 


The  Furniture  of  J.  M.  Levien,  181 1-1871 

Michael  Levien 

The  furniture  designed  and  made  by  J.  M.  Levien  between  the 
late  i  840s  and  1868  is  now  largely  forgotten  or  ignored;  but  in 
his  heyday  Levien  made  furniture  for  three  Royal  families  and 
u  as  received  with  acclaim  at  all  the  major  international 
exhibitions.  He  introduced  new  woods  from  New  Zealand  111 
a  bid  to  produce  furniture  which  was  both  highly  decorative 
and  inexpensive. 

Saltram  House 

An  Adam  house  of  the  West  Country 
Clifford  Musgrave 

Saltram  House  is  one  of  the  finest  mansions  of  its  date  in  Britain, 
containing  remarkable  interior  designs  by  Robert  Adam. 

William  Morris  and  Victorian  Painted  Furniture 

N.  Cromey-Hawke 

One  of  the  most  remarkable  effects  of  the  International 
Exhibition  held  in  1862  was  to  establish  a  new  taste  for  heavily 
decorated  furniture  in  the  mediaeval  style.  This  article 
investigates  the  origins  and  inspiration  for  this  distinctive  and 
alarming  furniture. 

The  Walnut  contribution  to  Furniture  Design 

John  Gloag 

Mr.  Gloag  chronicles  the  rise  of  walnut  as  a  wood  popular 
with  English  cabinet-makers. 

Design  for  Correspondence 

John  Gloag 

The  eighteenth  century  is  often  thought  of  as  a  great  age  ot 
letter  writing.  Mr.  Gloag  points  out  the  powerful  contribution 
to  this  largely  lost  art  by  furniture  makers  who  produced 
ingenious  and  practical  writing  desks  and  cabinets. 

Eastlake-influenced  American  Furniture,  1870-1890 

Mary  Jean  Madigan 

The  restoration  of  Glenview,  John  Bond  Trevor's  Victorian 
house  on  the  Hudson  River,  has  brought  to  light  striking 
similarities  between  its  interior  woodwork,  mantels  and  tile  work 
and  the  illustrations  in  an  1872  edition  of  Charles  Locke  Eastlake's 
'Hints  on  Household  Taste  in  Furniture,  Upholstery  and  Other 
Details',  found  among  Trevor  family  books. 

Four-legged  Turned  Chairs 

Richard  D.  Ryder 

In  the  December  issue  Richard  Ryder  threw  some  light  on  the 
obscure  origins  of  the  three-legged  turned  chairs.  The 
four-legged  Mediaeval  versions  are  better  documented : 
contemporary  illustrations  are  not  uncommon  and  there  are 
some  surviving  specimens  of  great  antiquity  in  Scandinavia. 

A.  W.  N.  Pugin's  Early  Furniture 

Clive  Wainwright 

Much  has  been  written  about  Pugin's  later  furniture  and  his 
influence  on  furniture  design  after  1841,  but  very  little  is  known 
of  his  activities  after  the  failure  of  his  business  in  1 83 1 . 
Mr.  Wainwright  discusses  the  few  pieces  known  to  have  been 
made  by  Pugin  between  183 1  and  1838. 

The  Croome  Court  Library 

John  Hardy 

A  Pair  of  Mirrors  and  Consoles  by  John  Linnell 

Helena  Hayward 


SHOWCASE 


Queen  Anne  pint  mug 

Richard  Hutchinson  171 1  London 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  4350 


S.  and  K.  Morris 

announce  the  opening 
of  an 

Art  Nouveau 

room  in  their  Galleries  at 
Six  Bells,  Pathlovv, 
Stratford-on-Avon  (On  the  A34, 
3  miles  North  of  Stratford). 

Silver,  ceramics, 
metalwork,  glass. 

Open  Saturdays  and  Sundays  1 1  a.tn.- 
6  p.m.  Other  days  by  appointment. 
Tel:  Stratford  4350 


MINERVA  FINE  ARTS 

231/2  Grand  Buildings, 

Trafalgar  Square, 

London  WC2N  5EZ.  01-839  4277 


British  Redcoat 
by  Robert  Donaldson 
Height  31  cms.  Weight  2  kgs. 

From  a  collection  af  40  hand-crafted 
sculptures  in  cold-cast  bronze  oj  human, 
animal  and  bird  figures. 
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Straight  sided  plain  silver  mug 
William  Bellassye  London  17 19 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  4iS<U 


JOHN  BEAZOR 
AND  SONS  LTD. 

78  &  80,  Regent  Street, 
Cambridge  CD2  iDP. 


DEALERS  IN 
FINE  ANTIQUES 
SINCE  1875 


Telephone  0223-55178 


Conntrifiisieur  Antiques; 

(Peter  and  Queenie  Kauffman) 
59  Ship  Street  (First  Floor),  Brighton, 
Sussex  BN1  1 AE.  Tel.  Brighton  29190 


Wc  hold  one  of  the  most  comprehensive  collect- 
ons  of  FINE  CARRIAGE  CLOCKS.  Your  en- 
Ljuiries  are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


For  Sale 
The  Property 
of  the  Late 
Clive  Brook 
of  Eaton  Square 

Antique  Mahogany  Partners 
Desk,  c.  1800.  18th.  Century 
Mahogany  Four  Poster  Bed 
4'  6"  wide.  Waxed  Pine  Break- 
front  Bookcase  8'  wide  and 
other  antique  pieces 

For  details  reply  Box  No.  8735 


Silver  Tankard 
George  11  175 1 
Maker:  J.  Bertholet 
Approx  21  ozs. 

R.E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH  Bournemouth  24289 


Heffernan 
&  Jones 

Antique  and  Modern  Silver, 

22  Crown  Passage,  St  James's 
London  SW1Y  6PP    01-930  6003 


The  Connoisseur  Illustrated  Guides 
Clocks  and  Watches  £6.00 


An  Art  Deco  figure  by  Harold 
Stabler.  London  1933.  Overall 
height:  23J".  Weight  of  figure: 
168  ozs.  Mounted  on  a  purbeck 
marble  base. 


The  Connoisseur  Illustrated  Guides 
Glass  £6.00 


From  all  good  bookshops  or  in  case  or  ditti 
from  The  Connoisseur  Book  Division, 
Chestcrgate  House,  Vauxhall  Bridge  Road, 
London  SW1\  III! 


A  very  fine  George  II  tankard  with  unusual 
cast  handle.  London  1736  by  Francis  Pages. 
Weight  27  ozs.  Height  7  ins. 


H.  R.JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  SWlX  8JU  01-235  2978 


From  all  good  bookshops  or  in  case  ot  dil 
from  The  Connoisseur  Book  Division, 
Chestergate  House. Vauxhall  Bridge  Roai 
London  SW1V1HF 


Madeleine  Fidell-Beaufort  &  Janine  Bailly  Hersberg: 

THE  LIFE  &  WORK  OF  CHARLES  FRANCOIS  DAUBIGNY  1817-1878. 

288  pages,  hundreds  of  illustrations,  40  plates  in  colour. 
Letters,  documents,  index.  Paris:  1975. 


English  edition  distributed  by 
St.  George's  Gallery  Books 
8  Duke  Street,  St.  James's, 
London  SW1 


Editions  Geoff roy-Dechaume 
8  rue  de  I'Abreuvoir 
75018  Paris 


BASSETT  &  CHYSWELL 
St.  Paul's  Churchyard.  London 


■MM  M  I 


AMERICA. . .  and  this  name  imparts  GLORY  enough  that  SHE  SINGLY  can  equalize  the  TITLE  of  WORLD  ... 

Taken  from  a  1 676  WORLD E  ATLAS  by  Thomas  Bassett  in  Fleet,  and  Richard  Chyswell  in  St.  Paul's  Churchyard, 
London,  this  JOHN  SPEED  MAP  is  not  only  DECORATIVE  butalso  INFORMATIVE  and  ENTERTAINING  in  its 

1 7th  century  concepts. 


Superbly  reproduced  IN  FULL  COLOUR  including  the  surround  which  illustrates  ten  of  the  known  indian  tribes 
and  eight  settlements.  On  the  base  of  the  map  eight  extracts  from  the  complete  1 7th  century  descriptive  text  are 

reproduced.  (The  complete  text  is  provided  with  the  map). 

THE  IDEAL  BI-CENTENNIAL  GIFT 

Framed  in  black  or  brown  Hogarth  J"  moulding  the  overall  size  is  approximately 
1 9  x  22  inches  (48  x  56  cms)  or  supplied  unframed  as  follows : 

UNITED  STATES         UNITED  KINGDOM  AND  EUROPE 
Framed  black  or  brown :  S48  £17.50 

Map  only  with  text :  S25  £9.50  inc.  VAT 

PRICES  INCLUDE  POSTAGE  (airmail  to  the  U.S.)  PACKING  AND  INSURANCE 

Orders  should  include  payment  (American  Express  and  Diners  Club  accepted) 
and  specify  choice  of  frame  colour,  despatch  is  approximately:  7-10  days. 

ARTMAII    INTFRMATinMAI    IIMITFn   PH  ROY  Q~IA  I  HN HOM  WV/Q  RCV  PMHI  AMD 


Norman  Adams  Ltd. 

8-10  Hans  Road,  Krughtsbndge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  w  1 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Albert  Amor  Ltd. 

37  Bury  Street,  St.  James's,  London  swi 

Tel:  01-930  2444 

English  and  Continental  Porcelain 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608 

Fine  antique  furniture,  clocks  and  silver ; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  lgth  Century 

Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DP 
Tel:  01-629  0650/1325 

Antique  Jewels,  Antique  watches ,  Jewelled  objects 
oj  Art,  Russian  enamels 

N.  Bloom  &  Son 

153  New  Bond  Street,  London  wi 
Tel:  01-629  5060 

Antique  Silver  Jewellery,  Bronzes,  Ohjvts  d'Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  w  1 
Tel :  01-629  401 8/3  397 

Oriental  Ceramics  and  Works  of  Art 
Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

1 1  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

1 30  Regent  Street,  London  w  1 
Tel:  01-734  3727 

Antique  and  Modem  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London  wi 
Tel:  01-437  0986 

Watercolours,  Draivings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings.  drawingscand  prints 
Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  swi 
Tel:  01-584  7566 

20th  century  masters,  neglected  painters 
younger  British  artists 

Fernandes  &  Marche 

17  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  6773 

18th  Century  Furniture,  English  gilt-wood  mirrors 
and  tables 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5 1 16 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

18th- 19th  century,  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
1 8th  and  1  gth  centuries 


Galerie  George 

96-98  George  Street,  London  wih  5RI 
Tel:  01-935  3322 

1 8th  and  1  gth  century  fine  English  and  Continental 
paintings,  Large  selection  at  competitive  trade  prices 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-6292008/9 

Works  of  Art  and  Fine  Paintings 

Gimpels  Fils 

30  Davies  Street,  London  wi 

Tel:  01-493  2488,  Cables:  Gimpelfils,  London 

Contemporary  Paintings  and  Sculpture 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi ,  Tel:  01-493  7997 

18th  and  igth  Century  English  Paintings, 
lyth  and  18th  Century  Dutch,  Flemish  and 
Italian. 

W.  R.  Harvey  &  Co.  (Antiques)  Ltd. 

67-70  Chalk  Farm  Road,  London  nwi 
Tel:  01-267  2767  and  01-485  1504 

Specialists  in  1 8th  and  early  1  gth  Century  English 
Furniture,  and  works  of  art 

Harvey  &  Gore 

4  Burlington  Gardens,  London  wix  ile 
Tel:  01-493  27H 

Antique  jewellery  and  silver,  Sheffield  Plate 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 

Heim  Gallery 

59 Jermyn  Street,  St.  James's,  London  swi 

Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2ny.  Tel:  01-499  301 1 

Antique  and  modern  jeivellery  and  silver,  domestic 
silver  by  the  Hennells  from  1737 

Herner  Wengraf 

67-68  Jermyn  Street,  St.  James's 
London  swiy  6ny.  Tel:  01-930  1864 
Cables:  OLDGAL  London  swi 

Fine  Old  Masters  and  igth  Century  Paintings 

Edwin  H.  Herzog 

49  Brook  Street,  London  wi 
Tel:  01-629  5460 

Fine  18th  Century  English  furniture 
and  Works  of  Art 


Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplaces  and  Grates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

\  Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  appointment  suppliers  to  the  Corps  Diplomatique 
Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 

Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  Early  English  and  Continental 
furniture,  objects  and  implements 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  18  th  and  tgth 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 
Tel :  01-242  7624 
and  at  John  Dalton  House 
4 John  Dalton  Street,  Manchester  M2  6jp 
t  Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

R.  A.  Lee 

1-9  Bruton  Place,  London  w  1 
Tel:  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi, 
Tel:  01-629  2250 

Specialists  in  Fine  tgth  and  20th 
Century  Paintings,  Drawings  and  Bronzes 


Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  11  a.m.  to  6  p.m. 
or  by  appointment. 

18th  to  20th  Century  Watercolours  and  Drawings 

Little  Winchester  Gallery 

36a  Kensington  Church  Street,  London  w8 
Tel:  01-937  8444 

Fine  Paintings  from  the  lgth  Century  to 
Post  Impressionism 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 

London  wi,  Tel:  01-734  2302 

1 8th  and  1  gth  Century  English  Paintings, 
drawings  and  watercolours 

Bruce  McAlpine 

15c  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  4202 

Ancient  Art 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  fine  English  antique  Porcelain, 
Pottery,  Delftware  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Contemporary  Graphics  and  Multiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

English  and  European  Paintings 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintings 

Hugh  Moss  Ltd. 

12  Bruton  Street,  London  wix  7 AH 
Tel:  01-499  5625  and  492  1835/6/7 

Oriental  works  of  art,  especially  Chinese 
porcelain,  jades,  enamels,  furniture,  bronzes  and 
snuff  bottles 

Gerald  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th  and  igth  Century  English  and  French 
watercolours  and  drawings 


J.  B.  Nuncio 

Tel:  01-5840362 (evenings) 

View  by  appointment 

17th  and  18th  Century  Antiques  and  Paintings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  for  four  generations.  Also  of  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  swi 
Tel:  01-839  4274 

Fine  1  gth  Century  paintings  at  realistic  prices 
Omell  Galleries 

40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery 

2  Albemarle  Street,  London  w  1 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

Oriental  Antiquities 

21  Barrett  Street,  London  wi 
Tel:  01-629  3221 

Important  antiques  from  Tibet,  Nepal  and  India 

Marjorie  Parr  Gallery 

285  Kings  Road,  London  SW3 
Tel:  01-352  0768 

20th  Century  Paintings,  Sculpture  and  Pottery 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Perovetz  Ltd. 

51-52  Chancery  Lane,  London  WC2 
Tel:  01-242  5857  and  5820 

Large  selection  of  Victorian  and  Georgian  silver  and 
Sheffield  plate 

David  Pettifer 

269  King's  Road,  London  s W3  5 en 
Tel:  01-352  3088 

18th  and  early  tgth  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European ,  Oriental Jurnitureand 
works  of  art. 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel.  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


Polak  0  \  assn  Mandell's  Gallery) 

21  Ki:.g  Street,  St.  James's,  London  swi 

Fine  Paintings  of  the  English  and  Continental 
Schools  of  the  19th  Century 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
!    Tel:  01-352  7268 

1 8th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Pratt  &  Burgess 

Melton  Court,  7  Old  Brompton  Road, 
London  SW7,  Tel:  01-589  5704 

18th  Century  Carved  Wood  and  Marble 
Chimney  Pieces,  Chandeliers  and  Lanterns 

Prudhoe  Gallery 

79  Duke  Street,  Grosvenor  Square,  London  w  1 
Tel:  01-629  6272 

Contemporary  Paintings,  Sculpture  and  Graphics 
William  Redford 

9  Mount  Street,  London  wi,  Tel:  01-629  1165 

J  8th  Century  Continental  furniture 
and  works  of  art 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1971 

Fine  European  Arms  and  Armour 
Islamic  Arms  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 

igth  and  20th  Century  European  Paintings, 
Drawings  and  Sctilpture 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:8n6i8 

1  jth-  19th  century  Dutch  and  English  paintings 
and  watercolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

5  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

19th  Century  Impressionists  and  Contemporary 
animal  sculpture.  Wildlije  and  sporting  paintings 

Robin  Symes 

3  Ormond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 

Ancient  Art 


Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  and  125  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1785/1784/5270 

Fine  English  Furniture  and  work  of  art  of  the 
1  jth  and  1 8th  Centuries 

Temple  Williams 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wi,  Tel:  01-629  i486 

Specialists  in  Fine  Regency  Furniture 

The  Textile  Gallery 

12  Bruton  Street,  London  wix  7AH 
Tel:  01-629  3651 

Oriental  and  central  Asian  rugs  and  textiles 

Alan  Tillman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235.  Telex:  916151 

Antique  Papertveights  also  glass  from 

i"jth-i9th  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

also  15  Ship  Street,  Brighton,  Sussex 

Important  stock  1 8th  and  early  1  oth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Betty  &  Vera  Vandekar 

20  Motcomb  Street,  London  swi 
Tel:  01-235  6317 

Oriental,  Continental  and  English  Porcelain 
pottery,  furniture  and  works  of  Art 

Earl  D.  Vandekar 

138  Brompton  Road,  London  s W3 
Tel:  01-589  8481/3398 

Members  of  B.A.D.A.  andC.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Wartski 

15  Grafton  Street,  London  wi 

Tel:  01-493  1141-2-3 

Fine  stock  of  Antique  Jewellery,  Silver, 

Snuff  Boxes,  Russian  Porcelain  and  other  items 

Also  the  foremost  specialists  in  Faberge 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.Witchingham  572 

Dutch  and  English  paintings  from 

1 7th-  19th  Century.  Norwich  School  and 

Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wi 
Tel:  01-493  575i 

Fine  traditional  paintings  from  the  19th  &  20th 
Centuries  always  on  view. 

W.  H.  Wilson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


TO  COINCIDE  WI  TH  THE  200th  ANNIVERSARY 
OF  THE  BIRTH  OF  MISS  JANE  AUSTEN.  [6th  DECEMBER  1975 


Parry  Jackman  Limited 


publishers  of  fine  books 

PRESENT 


Shades  from  Jane  Austen 


In  strictly  limited  editions  for  world-wide  distribution 


No.  1  300  only  (numbered  1-300) 
case-bound  rich  brown  goatskin. 
No.  3  300  only  (numbered  1-300) 
case-bound  scarlet  goatskin. 

No.  2  1 ,000  only  (numbered  1-1,000) 
bound  in  silver  grey  pure  silk. 
No.  4  2,000  only  (numbered  1-2,000) 
bound  in  golden  pure  silk. 


THERE  ARE  OVER  100 
ILLUSTRATIONS -mostly  in  full 
colour.  Included  is  the  beautiful 
MIERS  silhouette  of  CASSANDRA 
AUSTEN  done  from  life,  and  now  in 
Mrs  Hickman's  collection,  in  addition 
to  the  recently-painted  profiles  of  the 
fictional  characters,  of  which 
Lady  Bertram  (Mansfield  Park) 
is  illustrated  here. 


With  moire  silk  end  papers  and 
>  tooled  in  24  carat  real  gold  in 
matching  suede  lined  slip  case. 


With  clear  jacket  titled  in 
24  carat  real  gold. 


Written  and  illustrated  by  HONORIA  D.  MARSH 

with  a  family  tree,  chronology  and  chapter 

'THE  JANE  AUSTEN  FAMIEY  IN  PROFILE'  by 

the  well  known  authority  on  silhouette  PEGGY  HICKMAN . 

The  novels  of  Jane  Austen  have  been  illustrated  many 
times,  but  never  before  in  profile -a  medium  well  known 
to  the  author,  whose  life  coincided  with  the  finest  period 
of  silhouette  portraiture.  Mrs  Hickman's  fascinating 
contribution  publishes,  often  for  the  first  time,  silhouettes 
of  people  connected  with  Jane  Austen  during  her  lifetime. 
HONORIA  MARSH -the  best  known  profile  painter  of 
today- who  lives  in  Jane  Austen's  Hampshire  -  has  used 
many  famous  living  models  (several  of  whom  are 
collateral  descendants  of  Miss  Jane  Austen,  and  many  of 
whom  live  in  the  countryside  she  knew)  to  portray  more 
than  80  characters  from  the  novels,  in  the  clothes  of  the 
period.  Honoria  Marsh  has  also  written  synopses  of  the 
six  main  novels,  each  illustrated  with  appropriate 
specially-painted  heading;  she  has  described  in  detail  the 
characters  portrayed,  the  clothes  they  wear -and  tells 
many  stories  of  her  sitters. 


For  the  Limited  Edition  of  SHADES  FROM  J  AXE  AUSTEX 
by  Honoria  D.  Marsh  and  Peggy  Hickman. 

To:  Parry  Jackman  Limited,  Suite  32,  2nd  Floor,  Lonsdale  Chambers, 
27  Chancery  Lane,  London  WC2A  iNF.  Telephone  01-405  1805. 

Please  reserve  and  supply, 

 copy(ies)  at  £250  (Number  1) 

 copy(ies)  at  £250  (Number  3) 

 copy(ies)  at   £35  (Number  2) 

 copy(ies)  at   £35  (Number  4) 

 Signature 

Title   

Address    

  My  cheque  for  is  enclosed. 

Postings  of  copies  will  begin  in  mid  December  IQJ$. 
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